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IN FOCUS 




SHANMUKHA heralds the Tamil New Year, Pramadi with Edu- 
cation on Music as its theme.. History, evolution , trends, innovation 
and more important, the spiritual background are brought to fore. 

Musiri Subramania Iyer’s life and music was in itself an 'edu- 
cation '. We pay tribute to this "Sangeeta Netha of Nay am " and teacher 
non pareil in his birth centenary year. 

More information and education emanate from "Stringed 
Instruments in Carnatic Music" -a report on a 2-day conference which 
enlightened even the lay on the rich heritage of our classical wealth 
and complexities of instrumental music. 

Putting Kuchipudi Dance Music in its proper perspective was 
not an easy task. However, the musician-mother of a renowned 
danseuse made efforts and set nght some anomalies. SHANMUKHA 
reproduces a paper she presented in a Seminar. 

Theatre Art - a look back; and "Kaalamum Kalaignanum" scan 
the renaissance in Tamil drama. 

A short profile of the great Sankeerthanacharya - in Tamil adds 
to the theme of this issue 

A number of maestros entered " the pages of the History of Ad" 
this quarter: SHANMUKHA pays tribute to that phenomenon, 
musical crusader Yehudi Menuhin, the "Sheikh of Nagaswaram" 
Sheik Chinna Maulana and the ever - buoyant Bannibai. 
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"SANGEETA NETHA OF NAYAM" 


Endu Daginado It was a rare moment 

when the Saint bard of Tiruvayyaru went 
Vilambam (slow paced) echoing his emotions, the 
agony, almost speechlessness on confronting a 
vision of void where his Lord dwelt till a few mo- 
ments back. 

"The song was spurred when Tyagaraja 
saw the Puja Mantap empty, the idol of his Ishta 
Devata, Lord Rama, which he held more precious 
than his own life and worshipped daily, missing. 
'Where has He gone and hidden Himself?' 

"The slow pace was so natural although 
the Saint is known to have favoured Madhyama 
Kala (medium pace) making one more at ease with 
the pace, the melody, the rhythm and the Sahitya 
all of which oozed so smooth and sweet as to make 
his Gana Rasa the Draksha Rasa. And Raga Todi 
poured out all his anguish, evoking Karuna in the 
listener - spectators' mind. Rather it evoked the 
very anguish in everyone present there as the 
heart-rending melody contained the feelings that 
could not be missed. The Raga, the Sahitya, the 
situation all conveyed, a plot that was malicious 
but expressed in melody full of anguish and pa- 
thos." 

"The incident that provoked the song 
was a sequel to the brothers' quarrel when the 
elder one in a fit of rage threw away the Puja 
Vigraha in the Kaveri and the younger Saint on 
his return from Unchavriti found the Sanctum 
empty and went into the heart wrenching kriti). 

'You have to get into the composers' 
mind', "they say in the West,' to give a correct 
interpretation'. Here too we have to get into the 
meaning, the situation, the cause and the core 
(Sthayi Bhava) of the song if we have to sing 
with Bhava. Could there be a better Raga than 
Todi to express the anguish, grief of the moment 
and the philosophy behind the disappearance?" 

It was not only the Kriti that was in 
Vilambam. The exposition, the explanation, the 
enunciation-all were in Vilambam, in a tone in 
high-pitched Nayam that twanged the 
heartstrings of the listeners and registered the 
message. 

The occasion was a 5-day lecture-demon- 
stration on "Tradition in Carnatic Music, 
organised way back in early 'sixties by the Sree 


Shanmukhananda Sabha, Delhi. And what a fund 
of information on theory, practice, tradition, 
convention, trends - a total education with 
spiritual background and Bhakti the speaker 
imparted! 

It was a rare occasion when the great 
gentleman-scholar-musician of the century, 
Musiri Subramania lyertookthe podium and held 
the audience in raptures for over four hours daily. 
Reams could be written on the details he 
covered right from the philosophy of Swaravali, 
the Samanya Kalpita Sangeeta to the highly 
aesthetised individualistic Manodharma 
Sangeeta making it a Marga to spiritual 
elevation. 

Gospel Truth 

The language was lucid, the expression 
eloquent. He was as fluent in English as he was 
melodious in music. His choice of words to em- 
phasise, explain and focus on a particular theme 
or a situation was very apt and had a spontane- 
ity that amazed one Could Lakshana (science 
or theory, in a nutshell Musicology) be as en- 
grossing as Lakshya, the practical music? 

When questioned off-stage, the maestro 
remarked with a smile: "Why separate the two? 
Lakshiyattileya Lakshanamirukke (Lakshana is 

inherent in Lakshya). Sing and. ...sing and 

sing - the norms, the nuances, the tenets will 
dawn on you and you can find what tradition is 
and feel what trends could add." Goldent words 
and gospel truth! 

That was a tremendous boost to a young 
student of music groping her way through 
classical music in all its facets 

Today the country is delegating the birth 
centenary of this gentleman-musician, Musiri 
Subramania Iyer, who amidst the tumults of life 
gave Bhakti and Bhava their true import. 
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_ tn a Sanskrit scholar Sankara Sastry 

. .< bo— js: z 

Apnl ^ 

a role-model of 9 jf Ge tting into ’roots’ 
his imprint in every facet of ' , | jt erature and 

in everything - in song, in study, in u e aiu 
■fe was his obsession or is it passion? Attend 
a to everything with dignity and repose was his 
hall-mark There was certain restraint, equamm- 
hv and impeccable ease in his handling. It is no 
exaggeration that he became synonymous with 
Sam’ in life and "Nay am" in music-a 
'Sangeetha Netha of Nayam . 

He did not seem to be happy with the name 
of his native village Bommalapalayam near 
Musiri. For a concert he was scheduled o 
perform at Musiri, the organisers inadvertently 
advertised as ’Musiri Subramama Iyer' and that 
was endorsed by his Guru Karur Chinnaswamy 
Iyer and the prefix stayed. 


* W noa r P and solace to the disturbed 
singing confe ’’ r f^ p .... t0 s | eep and took the knowl- 
mind, lullabied he spiritual exhilaration and 

edgeable to the lofty ea rns ofsp.m 

Sal »of°a heart that Ihiobbed with feelings and a mind 
thaf assimilated Ihe 

^SghrSson;rr. e o XP p : ominancea, 
his hands observes 'Garland' Rajagopalan. 

Musiri was an adept in Manodhamna facets 
especially Alapana and Niraval His voice with 
feHcitous elasticity unravelled the thematic essence 
of the Sahitya on the melody line. While his imagi 
native elongated Sancharas with sustained pauses 
brought to life Ragas in their evocative Bhavas and 
Kritis mirroring the composer's mind. 

Who would not shed tears listening to his 
Kanru Kuralikkettu Kanindu Varum Pfsupol in 
Enraikku Siva Kripai Varumo where Mukhari 
oozed all anguish. The same Raga had ecstatic 
overtones when he was through Entani ne 




Subramania Iyer, after initial training un- 
der Narayanaswamy Iyer, learnt under two great 
stalwarts - Karur Chinnaswamy Iyer, the violinist 
and Sabesa Iyer, a great scholar - teacher who 
shaped many a musician of mark. It was through 
Sabesa Iyer who was a disciple of Maha 
Vaidyanatha Iyer that the music world traced 
Musiri to the Sishya Parampara of Saint 
Tyagaraja. And he lived true to the Saint's mes- 
sage of worshipping Bhakti and Bhava as his life 
mission and imparted the same to his disciples 
with conviction and discipline. Having imbibed 
Lakshana from Sabesa Iyer, Musiri had his ca- 
reer carved finely as a performer captivating the 
audience and as a teacher par excellence. 

Musiri's voice was his fortune, and the 
voice perched on a high pitch with an inherent 
honeyed sweetness and Nayam could soar to 
dizzy heights to unravel the nuances. 

’ The higher the pitch, more at home and at 
ease was he. He was a cosmonaut, a mountaineer who 
scaled the heights of the Tara Sthayi calmly, surely 
and convincingly. His voice had a tinge of feminine and 
nasal blend which lent added melody and freshness 
Bhava was rich and stimulating. His forte lay in slow 
tempo and Dikshitar songs suited his genius well His 


scription. 

Few could match the poignant plea he 
poured out in Gopalakrishna Bharati's Tiruvadi 
Saranarn. One could feel Sthayi Bhava seeking 
Karuna (compassion) through Kambhoji.The 
same Raga acquired a glow, a Gambhirya in Oh, 
Rangasayi and Sri Subrahmanyaya Namasthe. 

Saraswati Manohari scaled a new high in 
his Chinta deerchutakenta modira in Enta 
Vedukondu Raghava? In this questioning of how 
long to wait for a Darshan of Rama there seemed 
to be a veiled Nindastuti - and Musiri's voice 
soaring high coolly expressed it. Another exam- 
ple is his Pahi Ramachandra Raghava in 
Yadukula Kambhoji. His Ragamalika Viruttam 
Viritta Senchadai was unsurpassed and Abheri 
in his rendition of Nagumomu spelt the Lakshana 
of the Raga intact. Those who make a blend of 
Bhimplas should listen to this. The master is no 
more; but his music is very much alive, capsuled 
in gramaphone records and tapes. He made 
some of the songs his own in the style of 
rendition. They still remain unsurpassed and 
have therapeutic value. 


Sublime Vilambam 

Living among a galaxy of musicians who 
rose to eminence blazing their own Bani and in 
an era when Margadarshi Ariyakkudi Ramanuja 
Iyengar set the typical concert Paddhati with 
'Madhyamakala' renditions, Musiri made his mark 
with his Vilambam. Not that he was averse to 
the medium tempo. He was equally an adept in 
Tyagaraja Kritis. Only he specialised in some of 
the gems which were better rendered in 
Vilambam. The Kritis referred to above are all in 
this genre. His cool, unruffled temperament also 
contributed to such musical disposition. 

One of his close friends, an administrator- 
connoisseur S.Y. Krishnaswamy records in his 
Memoris of a Mediocre Man : 

He specialised in some of the great compo- 
sitions which demanded an exposition in a slow 
tempo so as to justify the inherent dignity of their 
content. Such songs as Meru Samaria" in 
Mayamalava Gowla, "Ramabana" in Saveri, the 
Chaturdasa Ragamalika of Dikshitar and "O ! 
Rangasayi" in Kambhoji lose their character if they 
are rendered in an even slightly fast tempo Their 
movement has to be processional and unhurried and 
because Musiri specialised in some of these great 
songs, the unwary and the uninitiated made the mis- 
take of associating him with a slow movement. But 
although he preferred to sing in a slow tempo, which 
also suited his personal temperament, he was fully 
aware of the beauties of Madhyamakala. There is 
no such thing as an absolute slow or an absolute 
fast movement. These are relative to one’s style of 
exposition and the same movement when sung by 
one musician will appear to be fast and restless and 
to be slow and tranquit when rendered by another 
There is an inherent inner psychology here exem- 
plified by Tyagaraja's song “ Santhamuleka 
Sowkyamuledu" (there is no joy except in tranquil- 
lity). This was primarily the guiding force in Musiri’s 
life as well as art. 

Musiri's Bhava - laden music which 
moved the listeners had high therapeutic 
effect. Whether he was aware of it or not 
the following incident confirms how his 
soulful music revived a 'restless soul', Rt. 
Hon'ble Srinivasa Sastri from a severe 
cardiac condition. Confrere R Srinivasan 
and B. Leela write : 

A little known incident in the life of Srinivasa 
Sastri, recorded by his devoted friend, D V 
Gundappa will be of interest to one and all 


Sastri’s abiding interest in literature, particu- 
larly Sanskrit is common knowledge and his devo- 
tion to the Ramayana made his worship of Sri 
Ramachandra this side idolatory But what is not 
known to the public was his deep involvement in clas- 
sical Carnatic music and his having deeply imbibed 
of the Bhava laden sentiments enshrined in the Kritis 
of the masters He was equally moved by the 
Thevarams as well 

As Vice-Chancellor of the Annamalai Uni- 
versity, he had invited Gundappa to speak on 
Gokhale, but unfortunately he was not to be present 
for the function as he had to go to Delhi for official 
work. Gundappa stayed in the Lodge of the Vice- 
Chancellor till the return of the Master on a Sunday. 
The journey to and fro had evidently tired Sastri who 
was never in the best of health He could barely 
have his lunch or even speak. Sastri continually 
pressed his hand to his chect and Gundappa (whose 
parents had been in bouncing health) could not 
fathom anything. Sastri was obiviously in anginal pain 
and rested on his bed 

His private secretary, a young man, was sent 
to the doctor who was miles away Since it would be 
some time for the doctor to arrive, D V.G. was non- 
plussed as to how to offer relief to his friend and 
mentor The only thing that he could do was to gently 
press his body in the hope that it would bring some 
physical comfort 

Lighting upon a gramaphone, Gundappa 
reqested the lady present to play some music-he 
selected these and while the music came pourino 
out, the master remained unconscious and lost to 
the world around him. After four to five records, she 
put on Musiri's Pahi Ramachandra Raghava (the 
composition of Tyagaraja in Yadukuala Kambhoji) 
While the song was almost finished, Sastri half 
opened his eyes and whispered, 'Sir, . once more sir ' 

She played it again and again three or four 
times Gradually he recovered consciousness, His 
eyes ware moist It appeared as though he had had 
a vision of his favourite Ramachandra. He expressed 
the hope that he would hear this in his last moments 

When he passed away in April 1946. the All 
India Radio, Madras after announcing this, played 
another deeply moving song of Tyagaraja - Rara 
Mayinti Daka (Asaveri) 

Its was the repetitious playing of the song of 
Musiri and its deeply moving sentiments that revived 
Sastri even before the doctor arrived It is quite likely 
that Musiri might not have known of the magic qual- 
ity of his music that could revive a sagging spirit mi- 
raculously. 4 
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Exceptional Guru 

The master-musician was a teacher no. 

pareil The quality ol f traimng p (|ve of 

disciples in Kriti rend on s m the PJJP emotjve 
Niraval, with a feel of Sahitya- 

variations that could be spun „ ( d stern 

a rrrrrr» >»• 

disciplinarian he was. .. iparnt He 

authentic patanthara go haphazard y ‘ 
would not allow notation or scnpt-ren^on. the 
Tessons were repeated till eveiyone got them 
perfect in their system. And as for Mm*™" 
asDects he expected everyone to cultivate ms 
her own style according to his/her imagination 
and vocal power. A characteristic methodology 
he carried even as the Principal of the Central 
College of Carnatic Music. Madras, which ensure 
the extension of Gurukul norms in institutional- 
ised coaching. 

He never openly appreciated a Chela. He 
let the appreciation come form others and be- 
lieved in constant Sadhaka to assimilate, polish 
and articulate one’s own form and style. To 
ensure this he arranged for Chamber music 
concerts by eminent musicians and lecture-dem- 
onstrations by renowned artistes and musicolo- 
gists in the college. It was ’living-in’ training for 
the students in the college, learning, listening, 
assimilating and imbibing and performing. 


.• n vA/it h visiting artistes, especially 
his interaction v His spee ch after each 

foreigners to th ^t event , use(J (o be g 

memorable segment of the whole programme 
Writes his friend SYK . 

His speech was always like a continuation of 

Lri It was invested with clarity and sincerity 
the concert. It pre cise words , sti |, have 

a r d an ofClet ers anS the following extract from one of 

is Nlustrative of the man. "You say you have lost 
them is must _ • the world as I do where 

touch ^th the wuhd ^seeing the w , wj|| be 

,here K S a l S .o lose touch with the world if only I could 
keep the wolf away I am hoping against hope that I there 
mav P be a chance for me to come across the handful o 
people like you who live all by themselves in which I 
would like to be one if I get admission to the inner 
circle. Can I ? I hope so." 

His administrative acumen helped him or- 
ganise the Tyagaraja Aradhana at Tiruvayyaru 
During his stewardship during 1939-68 he not only 
brought about unity of three warring factions but 
also made a great stride getting the Nagaswara 
artistes and women musicians, to quote 
Semmangudi Srinivasa Iyer, onto the Aradhana 
stage to pay their Anjali. Also the congregational 
singing of the Pancharatna Kritis practised today 
the world over as a mark of Anjali to the Saint 
was his idea. 

Musiri had a stmt with the Tamil films too. 
Donning Saint Tukharam, the Saint-poet of 


One had only to listen to the music of his 
disciples. T K. Govinda Rao, Mani Krishnaswamy, 
Bombay Sisters - Saroja - Lalitha. Padmaja 
Srinivasan, nearer home T.. R. Balamani, to 
mention a few, to testify to Musiri’s teaching 
methodology. 


His speech, as earlier noted, was an 
tension, rather ’a continuation of a concert’ as 
friend SYK put it. A voracious reader of lite 
ture, he spoke eloquently in English as he s; 
melodiously. Oxford Dictionary, Charles Dicke 
William Shakespeare, Pear's Encyclopaedia w 
his company. His proficiency in this language \ 
one of the reasons for his successful adminis 
tion of the Central College of Carnatic Music 


Maharashtra, he made a great impact with his 
melodious music. His fascination for S.G. 
Kittappa whom he emulated in his early yeais 
bore fruit. 

Honours and titles came his way relatively 
early. He was Sangita Kalanidhi at forty. Sangeet 
Natak Akademy Award and Fellowship followed 
and Tamil Isai Sangham conferred on him ’Isai 
Perarignar’. 

Homage to the maestro would not be com- 
plete without expressing our gratitude to him fo f 
the guidance, direction he gave, in establishing 
Shanmukhananda Sangeetha Vidyalaya, 
Mumbai. 
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-Sulochana Rajendran 


’’Stringed Instruments In Carnatic Music” 


With a 2-day Seminar on "Carnatic Music 
in the 21st Century" held in March, 1998, the 
Fine Arts Society, Chembur, Mumbai, heralded 
a series of annual conferences devoted to the 
different streams of Carnatic Music. This year it 
was "Stringed Instruments in Carnatic Music", to 
be followed by one on "Wind Instruments" next 
year and on "Laya Vadya", the year after. 

Conducted on February 27th and 28th, this 
year's conference was inaugurated by Violin 
maestro, Sangeetha Kalanidhi T. N. Krishnan and 
the Chief Guest, Justice Shri B. N. Srikrishna of 
the Mumbai High Court presided. Sangeetha 
Kalanidhi M. S. Gopalakrishnan moderated the 
sessions. 

The first day was devoted to discussions 
on papers presented on Vina and Chitravina, and 
on the second day. on Violin and Mandolin. 

A complete set of the Conference papers 
was given to the delegates well in advance, which 
enabled them to study and send questions prior 
to the sessions. Hence, at each session, only a 
synopsis of the paper was read, followed by a 
question-answer session; this resulted in pur- 
poseful deliberations. 

The sessions opened with the key-note 
paper titled "Yazh to Guitar-an Overview" by Vio- 
lin Vidwan Prof. V.V. Subramanyam,. In his una- 
voidable absence, V. Subramanian, Hon. Sec- 
retary of FAS, gave a summary of the paper. Dr, 
Lokanadha Sarma deputised for Prof. 
Subramanyam in answering questions on the 
paper. 

Other papers listed for the first day were 
those on Vina by E. Gaayathri and Jayanthi R. 
Kiran, on Vina - Playing Technique by Prof. R. 
isweswaran, on Chitravina by N. Ravikiran and 
on Baala Veenai by T.R. Balakrishnan - the last 
three' gave demonstrations also. Jayanthi Kiran 
could not attend the Conference. 


Four papers on Violin were presented on 
the second day. One each by G.J. R. Krishnan. 
Sriram Parasuram, Dr. M. Narmada and R. R. 
Ramakrishnan, Sriram Parasuram and Narmada 
gave demonstrations also. U. Srinivas and 
Suresh Kumar presented papers on Mandolin 
the latter deputised for Srinivas; he also gave 
demonstration on the Mandolin. 

The papers on Viola by V.L. Kumar and on 
Guitar by Prasanna Ramaswamy were taken as 
read as they could not make it to the Confer- 
ence. The absence of Kumar also necessitated 
cancellation of the demonstration concert sched- 
uled on that day. 

At the end of the day-long absorbing de- 
liberations and leedems, the delegates were 
treated to a concert in the evening - a Jugalbandi 
by Ulhas Bapat on Santoor and G.J.R. Krishnan 
on the Violin on the first day, and a solo violin 
concert by T. N. Krishnan on the second day. 

An additional attraction of the Conference 
was an exhibition of various types of Yazh, Vinas 
made of different kinds of wooden material such 
as bamboo strips, and several musical instru- 
ments in miniature, courtesy Dr. Lokanadha 
Sarma. 

Yazli To Guitar 

In his key-note paper on "Yazh to Guitar". 
Prof. Subramanyam traced the origin of stringed 
instruments, including various kinds of Yazh, the 
invention and evolution of other stringed instru- 
ments (bowed and plucked), the emergence of 
the Tanjavur Vina, as also the entry of Guitar 
and Mandolin in the Carnatic Music system. The 
salient points of his paper were : 

In the olden days, the term 'Vina 1 was used 
to denote all kinds of stringed instruments, plucked 
and bowed 
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„ was .he inability of the Yazh to prod^e 

inability to provide continuous sound. 


„ _ h cpnre of Jayanthi Kiran. a synop- 

her paper "About Veena - You think - We 
sis of her pap vidyasank ar Sundaresan, 

Cre ^ presented a supplementary paper of 

arv Notes". 


Exalted Status of Vina 

Gaayathri presented a 1 W 2-PjJ 

Mantra and the spinal column of human beings. 


javanthi Kiran dealt with the origin, struc. 
ture a Wes of Vina, its divinity and the dis- 
S styles of Vina playing. She also touched upon 
Implication the problems posed by the unwieldy 
Z o , he instrument, particularly to the present- 
day exponents who have to make frequent tray- 
els 7 and the attempts being made at reducing its 
size or make it in parts (split-vina) . Vidyasankar 
also covered more or less the same ground ,n 


Stating that the Sapta Swaras of the Vina his paper, 
and the seven Chakras in , s P' na ' adethe About the split-Vina Vidyasankar felt that 

SSS^^aying as the high S3 

f r ;in.:: it* s -sssssi s- - » 

h«n Jes the Vina through the sheer force Vina could be improved upon with great advan- 
c'd power of the Prana or Kundalini Shakti aris- tage to the tonal quality, without comipromismg 
ina from Mooladhara and not merely by moving on the sensitivities dictated by tradition. In this 
his lingers across the frets and strings". Not be- connection, he also referred to the use of more 


ing evolved souls, even the Vainikas present in than one mike to pick up and transmit the full 


the audience did not seek any clarification. That complement of the natural sounds emanating 

a true Vina player should be a Nada-Yogi, from the strings, the fret-board and the resona- 
seemed to be the essence of her submission, tor. 


However, there was discussion on one 
point, because that happened to be rather mun- 
dane. She had stated that "When the vina string 
is plucked once , the Nada wave emanating from 
it takes nearly seven minutes to travel back and 
forth between the bridge of the vina to the be- 
ginning frets of the vina". Asked whether the reso- 
nance of a single pluck would last that long, 
Gaayathri replied in the affirmative, adding that 
much of it is not audible to the human ears. It 
was Justice Shri Srikrishna who lent some sem- 
blance of credibility to her statement. He rea- 
soned that the duration could be seven nimisha 
that a Nimisha in Sanskrit meant the unit of time 
taken for one twinkling of the eyes, and that the 
word ’Nimisha' might have been erroneously 
translated as a minute in 'English'. 


Prof. Visweswaran and Gaayatri, as also 
some of the delegates, did not agree with 
Vidyasankar. They were opposed to tinkering with 
the 'integrity and divinity' of the instrument which, 
to them, are beyond compromise. They also 
feared that such alterations would affect the "pre- 
cision of the production of sound". 

Vina playing Techniques 

The post-lunch session commenced with 
a lecdem by Prof. Visweswaran on Vina playing 
He claimed that he has innovated his own fin- 
gering techniques, sans guidance of a guru, in 
order to translate his concepts of human voice 
into Vina playing and those techniques were en 
tirely in accordance with tradition. 
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The session was meant for demonstration, 
but at the request of the moderator-in-charge, 
Prof. Visweswaran had to spend considerable 
time in answering questions, most of which were 
of no consequence. In the event, he could dem- 
onstrate only three or four techniques; he listed 
out the rest: production of micro-tonal Swaras, 
employment of diminishing and augmented 
Swaras and Tanam techniques. 

Prof. Visweswaran was emphatic that for 
rendering compositions on Vina, the player 
should have the correct knowledge of the Sahitya 
so that he could adopt the appropriate tech- 
niques. He demonstrated this point by first sing- 
ing and then playing 'Balagopala' (Bhairavi) and 
Ramincliuva revarura' (Suposhini), (The latter 
Kriti is very pleasing when played on a string in- 
strument.) Sometimes, one may have to give ac- 
cent on certain musical phrases to convey the 
Sahitya. Demonstrating this point, he played 
Uyyala Luga Vayya' (Nilambari). He played 
'Rama bana (Saveri) to illustrate use of off-fret 
notes. The last piece of demonstration was the 
elongation of the sound of a single pluck and 
weaving of musical phrases thereon. He called 
it 'singing of the strokeless Vina'. 

Cliitravina 

Ravikiran was the next speaker Giving a 
synopsis of his paper, he said that the Chitravina, 
the 21- stringed fretless lute, was till some years 
ago. known as Gottuvadyam and that its old 
name of Chitravina was restored to it at his sug- 
gestion by the Music Academy Conference un- 
der the presidentship of D K. Jayaraman. 

Describing the characteristic features of the 
instrument Ravikiran said that though the name 
'Chitravina' was mentioned even in Bharata's 
'Natya Sastra', it emerged as a concert instru- 
ment only about 150 years ago, thanks to 
Sakharama Rao. It was propagated by 
Sakharama Rao's disciple (and Ravikiran's 
grandfather) Gottuvadyam Narayana Iyengar 
who increased the number of the main strings 
and also added sympathetic strings. 


The Chitravina Is one of the very few instru- 
ments in the world (with more than 20 strings) and 
probably the only ope in India which has fine tuning 
provision for each of its 21 strings 

Ravikiran said that he too has made inno- 
vations more out of necessity rather than any 
obsession on my part to do 'something different' 
towards improvement of the tonal quality and 
amplification. He has provided it with contact 
mikes and magnetic pick-ups, and is using Teflon 
slides instead of the conventional ones made of 
ebony, steel, stone or horn. 

In the course of the lecdem he made the 
following observations : 

Chitravina should be played with an aware- 
ness of the Sahitya and its meaning This is called 
playing in vocal style 

Plucking techniques employed in the con- 
tact mike attached instrument are different from those 
used in instruments without mike attachement 

The tone of the Chitravina is closest to the 
human voice 

With the use of appropriate mikes, even mi- 
croscopic nuances and subtle tones can be conveyed 
to a large audience Contact mikes, properly used, 
enhance the sustainability of the sound However a 
mike is no substitute for good playing techniques 

He uses electro-magnetic pick-ups from the 
bridge and the body, and both the sounds are mixed 
before it is amplified 

As far as possible, he brings out Brigas simi- 
lar to the ones of vocal music 

Because the Chitravina has no frets, there 
is no need to learn any fingering techniques It is 
also easy to learn as it is laterally played However, 
since it has no frets, the margin of error is also high 
and, therefore, one should have good Swara Jnana 
and Sahitya Jnana, coupled with good practice 

Compositions can be played in vocal style 
However, the potentiality of the instrument should 
also be put to good use It should be a judicious 
amalgam of the spirit of vocal music and the me- 
lodic beauty of the instrument 

(I. understand that this principle was known 
as 'Vadya-dharmi' in olden days.) 
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The essence of tradition is the tj 13 '" 1 ® 
nance of the standard and quality ■£ » musia A ny 
innovation that contributes to For 

quality becomes a tradition m due course For 
example, he is using Teflon slides, as Teflon is 
probably the smoothest material known to man , 
and "its almost frictionless surface brings o 
as he remarks; "a very pure tone eliminating 
string - slide noises when slides made of ebony, 
steel, stone or bison horn are used. 


He has experimented with shortening the 
length of the Chitravina, and some of his stu- 
dents are using instruments of reduced sizes. He 
is however using the present instrument from his 

fifth year. 


Baala Veenai 

Ravikiran was followed by P. R. 
Balakrishnan with a demonstration on Bala 
Veenai which he has invented. It is 27 inches 
long with a 10 inch Kudam and has 14 frets and 
weighs 2.75 kg. It can speak 3 octaves, 
Balakrishnan claimed. He said that the Baala 
Veenai is the result of more than a decade of 
research. Its principal advantage is its easy 
portability. Being made of fibre-glass it is un- 
breakable. 


Neither the instrument nor Balakrishnan’s 
demonstration thereon seems to have appealed 
to the delegates. Perhaps, they got an impres- 
sion that it was more a sales promotion tech- 
nique to market a new, untested product than 
presenting a research piece awaiting experimen- 
tation. (The name Baala Veenai at least suggests 
one thing that it is in its infancy!) 


Of bowed instruments similar to the Violin in sculp, 
mres as also references to them in musical trea- 
tises Krishnan gave the genealogy of the instru. 
ment and its evolution in the West. He gave the 
bv now familiar facts about the entry of the 
Violin in Carnatic Music and the contributions 
made towards 'Indianising' it by a string of 
virtuosi from Tirukodikaval Krishna Iyer down to 
the present trio - T.N. Krishnan, Lalgudi 
icwaraman and M. S. Gopalakrishnan. 


(Krishnan took the trouble of bringing old 
records [in Tamil] from his family heirloom - and 
reading out excerpts therefrom - to support the 
statement he had made earlier that Kinnari, a 
Violin-like bowed instrument, was used as ac- 
companiment in the Bhajans conducted in 
Tyagaraja's house.) 


He said that though the Indian exponents 
of Violin were aware of the various playing tech- 
niques prevalent in West, they chose only those 
that enriched our Raga-based music. It is due to 
such continuous experimentation that the art of 
accompaniment and the art of solo performance 
have now attained a high degree of finesse he 
added. 


Though Sahitya which is cardinal to 
Carnatic Music has enriched the art form, 
Krishnan felt that it is in a way a constraint on 
fully exploiting the potentialities of the instrument 
Stating that absolute music is the one which is 
devoid of lyrics, Krishnan hoped that the present 
generation of instrumentalists would explore the 
possibilities of composing musical suites exclu- 
sively for each musical instrument, independent 
of vocal-based music, with Carnatic Music as 
base, a la AIR Vadya Vrinda. 


Violin - Entry & Adoption 

Violin and Mandolin formed the second 
day s agenda, as those on Viola and the Guitar 
had to be abandoned as already noted 

The first speaker on the subject was, G.J R 
Krishnan. Briefly citing evidence to the existence 


Prof. Visweswaran and MSG were of the 
view that without Bhakti and Sahitya there can 
be no Carnatic Music. Their opinion seemed to 
be shared by a large section of the audience too, 
though some did agree with Krishnan. Krishnan 
clarified that he meant no disrespect to vocal- 
based Kriti form of music. He only suggested that 
musical suites could be composed to utilise the 


potentialities of each instrument, preserving the 
tradition of Carnatic Music. He further said that 
devotion to God is not an exclusive property of 
Hindus; in his opinion, devotion to music is itself 
devotion to God. 

A member from the audience said that 
Sahitya is the distinctive feature of Carnatic 
Music. Narmada, who was also in the audience, 
remarked that lyrics are only mnemonic aids to 
rendering Raga-based music such as ours. 

(In reply to question from the audience, the 
moderator-in-charge said that there is no place 
for secular songs in Carnatic Music). 

Violin -As Accompaniment 

The next speaker was Narmada She gave 
a gist of her paper. The Power of Violin and its 
Role as an Accompaniment in Indian Music". 

Narmada said that the Violin has emerged 
(in India) as the best possible accompaniment 
(to vocal music) by virtue of its capacity to pro- 
vide continuity of sound, and its ability to repro- 
duce microtones and other nuances of vocal 
music. Sahitya aspects are brought out in Violin 
by placement of accents, she said. 

According to her, the role of the Violinist is 
to give melodic support to the vocalist and there 
by enhance the standard and quality of the con- 
ceit. To achieve this objective, the accompanist 
should understand and follow the mode and style 
of presentation of the vocalist, which differ from 
vocalist to vocalist. (Striking a personal note, 
MSG observed that the ability to follow the styles 
of different vocalists can be acquired only after 
a long period of experience.) By accompanying 
several vocalists, a violinist can also evolve his 
own style for presenting solo concerts. 

Asked about foreign-made Violins vis-a-vis 
Indian-made ones, she said that the tonal qual- 
ity of foreign violins is of a high order. This is 
because of several reasons * the violin-makers 
their possess advanced know-how, they get the 


required high quality material, and they have also 
the facility to undergo specialised courses in vio- 
lin-making 

Answering a question unrelated to her pa- 
per, Narmada said that the principal objective of 
the great Vaggeyakaras appears to be the por- 
trayal of the Raga Bhava in their compositions. 
"They were not keeping a text book before them 
while composing". And that is why we find that 
some of the Kritis do not conform strictly to the 
grammar of the scale in every respect. 

Singing On The Violin 

"Singing On the Violin' was the interesting 
title of the paper of Sriram Parasuram. He be- 
gan by stating that purely from the point of view 
of acoustic principles, only the Violin (as also 
Flute and Nagaswaram) can qualify for vocal 
music. Vina with all its divinity and antiquity can- 
not maintain continuity of sound. Hence Violin is 
the only instrument which is capable of coming 
close to making Indian classical music. 

He said that for singing on the Violin, the 
exponent should have mastered both instrumen- 
tal techniques and intonational techniques. He 
should also have a thorough understanding of 
its complexities, subtleties and sensibilities. 

In his vocal and instrumental demonstra- 
tion, he mainly dealt with Carntic Music; he also 
touched upon Hindustani Music. He sang/played 
Kritis and Bandishes, and highlighted Rakti 
Prayogas and Manodharma Sangita in Carnatic 
Music. 

He said an instrumentalist in Carnatic 
Music should sing within himself, then only he 
can translate it into playing. This is because 
they are not just playing the swaras but the 
sahitya itself. In order to be effective, he should 
learn the Kritis thoroughly; he should have an 
analytical approach to translate his ideas on 
the instrument, and the ability to do it and. 
above all, he should have the guidance from a 
Guru. 
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He said the exponent is playing .^"g/an 
not on the Violin He should treat the Violin as a 
extension of his person. 

He also demonstrated wha. he called bow- 
ing choreography, the objective of which is 
bring out optimum music from the ins rui 

The last two papers of the day were on 
Mandolin (the first, a brief one by U. Snmvas 
who could not make it to the conference), and a 
very detailed one containing technical details by 
Suresh Kumar, a senior disciple of Srinivas 


=niiP block Mandolin. Without amplification the 
solnd if that Mandolin would be audible within a 
radius of two feet only. The amplifier, he said, 
besides amplifying also gives colourto the sound 

To demonstrate rendition of Gamakas on 
the Mandolin, he played select phrases fro m 
Vallabha Nayakasya (Begada), Sarojadala netri 
(Sankarabharanam), and Nannukannatall , 
(Kesari), as also a brief Alapana of Sahana. He 
also demostrated vocalisation of short and long 
vowels, consonants (including hard consonants) 
and double consonants (such as three ) that oc- 
/-•i . r in thp Piahitva of Kritis. 


Adaptation of Mandolin 


Questionnaire Session 


A Mandolin, descendant of the lute fam- 
ily is a pear -shaped string instrument with a Along with the conference papers, the or- 

fretted finger board. It is a solo instrument of ganisers had circulated a questionnaire to elicit 
Western music; it is also used in orchestra. In the views of the delegates on a few questions 
India it has been in use in light music and in film They related to advisability of composing 
music The credit for making it fit for solo con- pieces exclusively for musical instruments; use 
certs in Carnatic Music goes toU. Srinivas; hence of modem technology and contemporary ma- 
his popular name 'Mandolin Srinivas'. terial for altering the instruments and for en- 

hancing the quality of tonal reproduction and 
Srinivas retained the scale, fretted finger amplification; fusion music; and whether the 
board and the tuning head, but replaced the four synthesizer would push conventional musical 
pair of strings with four single strings, and upon instruments from open concerts to chamber 
his father's advice, added one more, the fifth music. 


string, for Mandra Sthayi. 


Giving a summary of his own paper, Suresh 
Kumar dealt on the basic design of the two types 
of Mandolins - the acoustic Mandolin and the 
electric (solid block) Mandolin, the innovations 
made by Srinivas as also his own design, which 
he calls the Dragon. (The solid block Mandolin 
does not have a resonator and hence an ampli- 
fier has to be attached.) 


A panel consisting of four instrumentalists 
was formed and they were requested to give their 
views on the questionnaire. The panel consisted 
of Prof. Visweswaran, MSG, Vidyasankar and 
Kiranavali. The views of Visweswaran and MSG 
(let us call this group as group I) were almost 
identical; so were the latter two (Group II). The 
opinions of the delegates were not known as the 
replies were under compilation. 


He explained the playing techniques 
demonstrated them on his Dragon (which 
solid block Mandolin). These included the b 
fingering pattern, the Gamaka techniques c 
ing in Gayaki style, techniques used for pla 
a series of virtually seamless notes and vo 
sat, on of the notes. He also demonstrated 

necessity of amplification in an instrument I 


Group I's view was that all instrumental- 
ists should follow the vocal style as closely as 
possible, and there is no need for compositions 
separately for instruments. 

Group II admitted that Carnatic Music is 
vocal based, but it is worthwhile to compo se 
pieces for instruments. What ultimately matters 
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is music. Is not Nada itself divine according to our T . 

tradition? they queried. The 'ecdems and the presentations 

provided ample proof, if proof was ever needed 
On use of technology, group I had no objec- £ lnn ° vatl0n ls not antipathic to tradition- on 
tion provided it did not damage traditionality . rary ' it only enriches the latte. Every 

(whatever it may mean). Group II said that it was Successf “' '"novator swells the rank of tradi- 
already being done. Any technology was to be ,l0 ^ ,0unders A " trail-blazers were innovators 
welcomed if it helped overcome (he existinq tr ’ eir . ,lrT,e " also became evident that true 
limitations of the instruments and enhance the !!" l10va hons can be made oniy on the S0 | ld foun _ 
quality and standard of music, they felt elation 0 f tradition 

That there is no place for fusion music in Participation of youngsters in the delib- 
Carnatic stream was the near-unanimous opinion W f S a pleasant and welcome feature 

of the panel. Only Suresh Kumar said that the ° f Conference 
fusion music could also be made meaningful 

Neither the participating artists, young or 

On the entry of synthesizer all the four felt ° * n ° r the dele 9 a,es/R asikas who filled the 
that it would not push out instruments to chamber audl,onum on bo,h th e days, apprehended any 
music halls. No synthesizer would ever replace V lreat t0 Carnat, c Music from fusion or similar 
instrumental or vocal music, they averred. kmd ° f muSIC of po P ular brand 

Valedictory Session The young artistes who presented papers 

and gave lec-dems deserve a word of praise 

Shri C. R Balakrishna and Shri \/ m" ° f ' he ™ .' Ravikiran ' Sriram Parasuram 
Ramadurai, Vice Chairman and Chairman vid V asankar and Suresh Kumar - 

respectively of FAS expressed happiness at thp emselves 10 be thorough and well-in- 

con, en. and quality of Jres«STnd oart n T Z ^ ,hey have a,so 

pa, ion, as also , h e partfcipahl f must"ea h , com, " end T ab,e »heir respec- 

ers and students in large numbers .The Confer-' Z'Z, S h3V ® 3 r6Search ben < 

of 1 C^arnatiic^Musfc IwSG^ave^he 6 ^ | rea,ness 'iculate. The^e^^ 

speech 9 valedictory tactful while fielding questions, a few of which 

boideied on inanity. In fact, they carried the day 

c-— = ~ 

» w» announce,, ,h.„n. ,h W contoence ES JSn^SnlSS 5 me' 

i™ioSr““ b ' teia,nMareh 2000 ° n " wm 

enriching and enhancing the tonal quality of the 

Tho r 4 muS,C ’ at ex P ,onn 9 the potentialities of the 

s-iei omerence : An Appraisal instrument and at overcoming the structural 

limitations. They are also deeply devoted to 
The Conference was a resounding sue- classical music. All these augur well for the fu- 
cess in many respects. It was informative and ture of Carnatic Music. 

© ucative, it enabled even a lay person to get 

enlightened on the rich heritage of our classical Learning from the experience of the first 
usical wealth, and the complexities of instru- seminar held last year, the organisers planned 
mental music. and conducted the Conference with consider- 
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able foresight. Conference papers were sl '^^ 
in advance, sessions were held more or 'ess 
according to schedule, questions were made t 
focus on the topic concerned, and oppo ’ " 

were given to a fairly large number or delegates 
to put questions or seek clarifications. 

However, very interesting lecdems had to 
be curtailed to keep to time, which left both the 
artistes and the delegates somewhat less than 
satisfied. If a conference of this kind is to achieve 
its objectives, it should be confined to a single 
instrument. The Sangeet Research Academy, in 
association with Music Forum, had organised 
two-day seminars each on Sitar, Sarod, Sarangi, 
Tabla and Tanpura. 


Incidentally, the non-inclusion of the 
. 0 mnfprence of stringed instruments 
Ippea U rs a inexplicable. (It is gratifying that at least 
one speaker, Sulochana Rajendran drew the 

attention of the organisers to this omission.) 

Tambura has remained a classical instru- 
ment of the stringed group from time immemo- 
rial It was the drone of the Tambura that 
heralded a music concert. It is unfortunate that it 
is falling a hapless victim to the technological 
onslaught. Though it is slowly disappearing from 
the South Indian concert stages, it is still retained 
in Hindustani Music recitals. Music lovers would 
feel happy if the Tambura is retained on the 
Carnatic Music scene, in addition to the elec- 
tronic sruti box - a practice some musicians and 
Sabhas follow. 

- S. Sankaranarayanan 
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THEATRE ART - A LOOK BACK 


Drama has been a source of entertainment 
since time immemorial. Music, Dance and Drama 
have been an integral part of our lives. "The world 
is a stage and all men and women are actors in 
the drama of life," said William Shakespeare 
(he all-time great dramatist. Yes, men and women 
play their roles on this world stage as designed 
and divined or ordained by the Almighty the 
Supreme Sutradhari. 

But what is drama, the art? Apart from a 
source of entertainment, a relaxation, it is a 
reflection of what goes on in real life. There is 
however a difference. In real life everything is 
natuial-the lives the humans live, tne emotions 
they go through, the events that happen and 
the trials and tribulations they suffer, or the 
success and victory they achieve. But in 
drama, everything is imaginary - the actors en- 
act, evoke and emote what is set in the story 
line There are so much extraneous elements 
in the form of artistic embellishments, in cast 
dialogue, delivery and decor, in the overall 
presentation which effect an impact. 

From mere entertainment, drama has 
durmg the centuries, become a highly sophisti- 
eated theatre art. In its evolution down the 
centuries, this art has reflected the culture of a 
nouun, its people etc. As for lamil Drama 

n 3 rt aka f n | l / Drama) has been one of ,he integral 
parts of Muththamizh, (he other two being Tamil 

h erature an d Tamil Isai (music), "lyal. Isai, 
Natakam form Muththamizh". 

The word 'Trinity' has had great signifi- 
cance in our life and culture. We have a Trinity 
of Gods. A Trinity of Saint Composers. Saint 
Tyagaraja, Muthuswamy Dikshitar and Syama 
astri, enriched our Karnatak music and etched 
their times in golden letters as the Golden Era of 
Karnatak music. And it is again to a Trinity- 
Sankardas Swamy, Paridimar Kalaignar 
(Suryanarayana Saslri) and Pammal Sambanda 

“JZi* "ar-'hat Tamil Drama owes its rejuve- 
nation and renaissance. 


theatre art Th * 8 neW leaf in ,he history of 
theatre art. They gave it a real perspective added 

new dimension Made it more educahve wh! 
morals and values. n 

a ,h«T /hat - WaS 8 f °' k " K ° 0 ' hu '' was evo| ved into 
eatre art in the early years of the 20th cen- 

tury by Sankardas Swamy Where music alone 
prevaHed earlier, he introduced dialogue sprin- 
kled with musical sequences Himself a play- 
wright and actor-composer, his dialogue and 

nuances 6 In T f '° UriSh and musical 

nuances. In a way his was a great service to the 

drama and Tamil Isai. T K Shanmukham was 
his prime disciple. 

„ al . Sur y anar ayana Sastri, turned Paridimar 
alaignar, codified the grammar of theatre art 
and wrote many works in Tamil comparable to 
Kalidasa and Bhavabhuti in Sanskrit and Shake- 
speare and Ibsen in English His plays like 
Rupavati, Kalavati were significant works of Tamil 
literature. His Nat aka tlakkana Noot, is a monu- 
mental work in theatre grammar, 

And Pammal Sambanda Mudaliar, hailed 
as "Nataka Tandai" (Father of Drama), reached 
the theatre to the people with all its sophistica- 
tion. He had many firsts to his credit. Modern 
theatre with its props and paraphernalia was h : s 
idea. Amateur theatre units were his creations 
He raised the respect of the actors from 
Koothadi" to "Kalaignar". Himself a dramatist 
playwright and organiser, he was an actor par 

l XC fJ le , nCe *° 0 ' Foundin 9 his "Suguna Vilasa 
Sabha", a theatre unit, Sambanda Mudaliarwrote 
as many as 94 plays - comedy, satire, tragedy 
social plays et al. 

Publicity was another area he successfully 
ventured into. Distributing bit notices was a prac- 
tice he tapped to publicise a play. And he not 
only participated in Theatre conferences, organ- 
ised by TKS Brothers, but also gave a fillip to 
Tam 'l Theatre movement. His Sabhapath : , 
Leelavathi - Sulochana, Macbeth , Manohara etc., 
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were grea, hits 

r K. Shanmugam Chettiar, Sir u „ Suguna 
Iyer, Sathyamoorthy had acted a n 9 iche 

Vilas" productions. TKS Brotne 
for themselves. 

The era saw another facet forging ahead 
in the field of theatre ■ the plays with socia 
themes In this Nawab Rajamanickam stood 
supreme 

There have been mythological plays 
recreating the world of Gods, the episodes of 
Puranasand Itihasas "Na.aka Kavalar Manohar 


in this* It needs no men- 

Z ;i»i plays m ” r " a> “ s 

genre too. 

Recent trend has been to make a 'modern 
art . of theatre, and quite a number of professional 
aid amateur theatre groups have come up pre- 
senting simple to serious plays, abstract ones, 
pfays with no themes or mainly weaving a story 
S sequences, for pastime. Some give food for 
thought, some merely titillate. An audience ru- 
m in ate sometime or just enjoy the mirth fo the 
moment. Thus goes on the drama on cultural 

slage - Kinnari 


■ We carry in this issue Manohafs impressions on 


j m ;,.«ions on "Kaalamum Kalaiyum" in Tamil. 
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Kuchipudi Dance Music 

By Vakkalanka Sarla 

( I he aulhor ls a singer and composer and is the mother of the famous danseuse 
Swapnasundar, Recently Smt. Sarala passed away leaving a void in 7e art field Her 
paper speaks volumes other concern for music and dance and her efforts to teketadihon 
along contemporary trends SHANKUKHA pays tribute by reproducing the paper ore- 
sented in the music Seminar during Kuchipudi Mahotsav'93 Mumbai ) P 


The idea of composing music for 
Kuchipudi dances occurred to me and I felt the 
need for it when my daughter Swapnasundari 
learnt the dance and started giving public per- 
formances. 

I watched the performances of several re- 
nowned artists. I had one major observation - 
lack of variety in items as well as in music. I was 
shocked to find that original items were altered 
by so many people that it was almost impossible 
to identify the original text (eg.. Bhamakalapam). 

It is the inherent beauty and strength of 
Kuchipudi dance form which earned fame for 
Andhra and started attracting the attention of non- 
Andhras in the recent times. Every artiste feels 
the urge to innovate while following the traditions 
and the search is constantly on. It is the touch- 
stone for creativity. Where should the change 
and innovation be brought about - is it in the form 
or music or technique or the decor and make- 
up? Many Natyacharyas and gurus are experi- 
menting with these aspects and innovating with- 
out altering the traditional dance form 

About my experiments in the field of 
Kuchipudi dance music. Popular ragas like 
Sankarabharanam, Bhairavi, Todi, Athana, 
Surati, Mohana etc., were being extensively used 
in traditional Kuchipudi dance music. Though 
they were rendered in Carnatic style, traces of 
other ragas could be seen in them (for exam- 
ple, Bhairavi had traces of Mukhari, Mohana 
had traces of Sankarabharanam or Bilahari). 
Earlier gurus probably did not bother about this 


adulteration. Every raga has its own identity and 
form I felt it necessary to correct the aberra- 
tions and bring about purity of form 

Another feature is the extensive use of raga 
Mohana in all items of Kuchipudi music. While I 
agree that it is a very pleasant raga, I feel the 
dominance of one raga would certainly bring 
down the enjoyment or Rasaanubhuti. I made 
alterations in the music of Sabdams, Tarangams 
and other items originally composed in raga 
Mohana. I also tried to introduce some not-so- 
popular Tarangams in performances. 

In Bhamakalapam, I tuned the verses of 
'Madana Mad an a' to Shanmukhapriya. Though 
some people feel it was against the tradition, I 
felt encouraged by the positive response from 
the audiences. Similarly, In Dasaavatara dance 
I retained the first stanza in Mohana and com- 
posed the remaining ten stanzas in different at- 
tractive ragas. This composition also has become 
very popular. In this way, I made appropriate 
changes in the traditional style of music. 

In case of Jatis we had to make a large 
number of amendments. Some Jatis are not set 
to proper Tala and confuse the dancer as well 
as the mridangam player. They were taught to 
students after setting them properly to Vilamba, 
Madhyama and Druta tempos. 

Bhamakalapam was subjected to so 
many alterations and additions. It is difficult to 
identify the original text and so far no efforts were 
made in that direction. It is necessary to conduct 
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research in this area to present correct history of 
Kuchipudi dance to the future generations. 

I do not find many new verse compositions 
being used in Kuchipudi dance. Numerous such 
compositions can be found in ancient Telugu lit- 
erature. Rajani and Krishna Sastry wrote dance 
dramas specially for Kuchipudi. In our effort to 
present new compositions I had adopted the po- 
etic works of Muddu Palani, "Raadhikaa 
Saantvanam" as a ballet. The main problem I 
faced in such adaptations was composing dance 
music for Seesapadyam metre and Vritas and 
the part selected for adaptation consisted of a 
large number of them. Instead of setting them to 
the natural Khanda gati which does not give va- 
riety, I had to bring changes in the talas. I se- 
lected appropriate ragas depending on the con- 
text and language and had to change the tempo 
of the talas in some places. 

Some examples are : 

Gurukuchakumbhamul - Charukesi - Vilamba laya - 

Khanda gati 

Kalugunaa Kannula karavu - Patadeep - Vilamba laya 

- Khanda gati 

Naa Knshnadevuni - Mohana - Adi - Madhya laya 

Maravagaa daagilimootalu - Tisra gati - Chaturasra 

gati - Madhya laya 

The verse 'Chaturasamarati...' was ren- 
dered in the background without percussion, in 
raga Jaijayawanti. I adopted Sanskrit slokas and 
Telugu verses from classical literature by setting 
them to ragas and talas suitable to dance. I have 
used Hindustani music alongside Carnatic style 
for two reasons. Andhras are familiar with 
Hindustani music through dramas and music 
concerts. So I felt that it would not have any ad- 
verse impact on the performance. In some places 
people expressed that I should present Kuchipudi 
items in the local language. I selected songs in 
Hindi, Bengali, Avadhi, Marathi, Goanese and 
other languages and set them to Hindustani 
music. Earlier some composers tried to set Hindi 
devotional songs to Carnatic music. But they 
weie not accepted by the public on a large scale 


I did not experience any difficulty in setting slokas 
or verses or songs in Telugu, Sanskrit and other 
languages to Hindustani music. 

Though I had initial doubts regarding the 
suitability of compositions in other languages to 
Kuchipudi dance, the positive responses of au- 
diences amply demonstrated that Kuchipudi 
dance is becoming popular with people of differ- 
ent regions. In addition to popular ragas like 
Malkauns, Bhoopali, Sindhu Bhairavi, Kalavati 
etc., I used some rare ragas and not-so-popular 
ragas like Bhatiar, Khanchavati, Maru Behag etc. 
for my compositions. I am happy to say that all 
of them found acceptance with the audience. I 
can say with confidence that, as long as there in 
no violation of the grammar of Kuchipudi dance, 
compositions from any language can be used 
without reservation. I can cite the ballets Krishna 
Kadhaavali and Om Shakti as examples 

In my quest for novelty I was attracted by 
the Shringara Keertanas of Saint Annamacharya 
As I started reading them again and again, my 
devotion to the great Saint had gone up and I 
could find hitherto unknown beauty in them 
Annamacharya's literature is like an ocean which 
is an inexhaustible source of diamonds, pearls 
and gems. I tried to fathom the depth and mean- 
ing of his Keertanas with the help of scholars. 

I selected some verses which I felt were 
suitable for dance, composed the music in both 
Carnatic and Hindustani ragas and released them 
as a cassette. 

The number of ragas used for the com- 
positions, inscribed on copper plates, is only 
eighty. Some of them have undergone substan- 
tial change in their form There could be no 
doubt about the beauty of those keertanas sung 
with aesthetic devotion by Saint 
Annamacharya, irrespective of the raga. Can 
we bring the same feeling of devotion and be- 
atitude if we sing them repeatedly in the same 
raga? The original versions available can 
hardly be counted on our fingers. Notations do 
not exist as they do for Tyagaraja Keertanas. 
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in dance form, we haveto^etj"^^ 

and pleasant ragas. I feel that we have 

succeeded in our at P p )a/a / 0 vege poddu 
composed the KWrtana. P bettud uvu 

poneeve' in raga Sahan * a ' d thre e cassettes 
fieevu'in raga Bhairavi Annamacharya 

of the Saint's Keertana: Snnpara dhara and 
Keertanalu' Annamayya 9 a ' Enta 

’Pellipatalu'. I composed the *eerw g . 

davvayinanemP as a ue n& pec j a vi 

Balamuralikrishna san 9 and ■Enta 

tenekaarene' in raga Khamw w jn 

nerchukunnadi ee chinnadn 9 s 

his inimitable and melodious "V 1 "' S ? j ,, s 
Janaki, Swapnasundan and I sang the Saints 
keertanas recorded on these cassettes. 

I feel a sense of great ecstasy whenever I 
compose music for the keerfanas of Saint 
Annamacharya I can have a sense of achieve- 
ment only if I am able to create the same feeling 
of ecstasy in the listeners. Another experiment 
was to use folk styles for padams of 
Annamacharya Every part of our country has 
its own folk style and I could use some of them 
successfully for 'e/e e/e maradalaa', 'chellegade 
nee maata' and other padams. I feel that the folk 
style is eminently suitable for depicting the rela- 
tionship of brother-in-law and sister-in-law and 
to portray rustic characters. 

My daughter's help and co-operation in 
selecting the songs and setting them to mu- 
sic cannot be underestimated. Both my music 


c and her choreography progress 

compositions an h ^ ^ sQon as she tells 

parallely. ' pr ° she wants to convey. She checks 
me the f ® el,r 9 tune for the dance and nec- 

the sui,ab rt ,■ C a,i 0 ns are carried out immediately 
essary mod fie l j(em wjth jatjs js prepared 

In this way th the records and 

a,Sons if needed. By this proc 
!Tss mv understanding of dance and my daugh- 
ter s understanding of music have become 

deeper helping in our current compositions. 

If Kuchipudi dance form has to be popu- 
larised it is necessary to select songs and dance 
dramas from various languages, set them to 
appropriate ragas and choreograph them ,n 
Kuchipudi style giving importance to the mean- 
ing and feeling. I can say with certainly that such 
compositions will be highly successful. Every 
item of kuchipudi dance should be published with 
words and musical score (notations). The lan- 
guage should be clearly understood, inclusive of 
its nuances, meaning and style of expression, 
by the choreographer and music director. Eveiy 
dancer should have a fair knowledge of music. If 
they undergo training in music, we can revive 
the forgotten tradition of dancer-singers or you 
may call them singer-dancers. Artistes should 
strive to become one with the art. Only then can 
they communicate their feelings to the audiences 
and share the enjoyment with them. 

(The original in Telugu translated by T S 
i R. Murthy.) 

; . Courtesy : "Souvenir of Kuchipudi 

Mahotsav'96" 
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A Tribute 


YEHUDI MENUHIN, THE PHENOMENON 


(April 22, 1916 - 

Fabulously popular both in the West and 
the East, renowned as one of the foremost 
violinists and musical crusaders of the world and 
one who had abiding love and faith in the culture 
of India, Yehudi Menuhin has entered the efful- 
gent pages of the History of Art. Born at New 
York of Russian and Jewish parents, he was a 
British citizen since 1985, knighted in 1987 and 
made a Life Peer as Baron Menuhin of Stoke of 
Abernon, Surrey in 1 993. He was an internation- 
alist in every respect. His interests were varied 
fragrant and eminently humane and dharmic He 
had a school in England, an academy in 
Switzerland, took personal interest on different 
disciplines, causes and movements touching 
environment, alternative medicine, education, 
yoga, refugee rehabilitation and many others. 
Cosmopolitan in outlook, he remained neutral in 
many contentious issues but took active part in 
others where others faltered! He was an ambas- 
sador of music, relief to the suffering, a messen- 
ger of peace and amity, of understanding and 
reconciliation. The notorious massacre of dem- 
onstrators in Tianamen Square, China ( which 
compares in a way with Jalianwalabagh massa- 
cre in the Punjab by the British in 1 91 9) saw him 
cancelling in protest his visit to China in 1989 
He worked for the freedom of Soviet dissidents 
and black natives of South Africa. His espousal 
of such cases was born of firm moral conviction. 

How violin came to play such a distin- 
guished part in his life carries a story of endear- 
ing love. (Now a small diversion. A priest in In- 
dia entrusted the job of doing services in the tem- 
ple one day to his young son. The good boy of- 
fered neivedya but God would not take it! The 
child got frightened as he feared that his father 
would scold him for cheating the Lord of His due 
e cried and threatened the Almighty and taking 
P<ty, God appeared and took the proffered food 
n a mood of pleasant achievement and accom- 
P ishment, the child went home innocently una- 


March 12, 1999) 

-ware of being subjected to beating for consum- 
ing the entire food himself even on the first oc- 
casion of such entrustment. Beating was followed 
by recap of what took place. The earnest 
repentent father lauded the greatness of his child 
This is a story with a moral from Bharat) Now to 
young Menuhin. He had broken his toy violin as 
it would not sing! (It was not a case of Sambandar 
singing a song and Yazhpanar not being able to 
bring it out on the harp or lute and in disgust 
trying to break it! (Vide Yet Another Garland) The 
crying baby got a real violin instead! And that 
settled the direction in which he was to go. 

Training & Ascent 

Menuhin had the opportunity of varied 
exposures and training. But the young prodigy 
enjoyed innate qualities of techniques, observa- 
tion, assimilation and intuition. Fritz Kreister and 
Jacques Thaibaud, both violinists, equipped him 
with artistry while young. At the tender age of 
seven, his lavish gifts and mastery came into 
evidence and he was virtually at the top. When 
he left off concerts in his seventies, he contin- 
ued with teaching and conducting (which he com- 
menced in 1957). He had watched San-Francisco 
Symphony. Had lessons with Signor Anker and 
Pesinger. With Romanian Georges Enescu and 
German Adolf Busch, he was under-study. 

The debut on February 29, 1924 was a 
thriller. The audience was stunned by the bril- 
liant mastery and control over the bow. The per- 
formance at Berlin was so rich and captivating 
that Albert Einstein followed him to the back- 
stage, hugged him and made his famous remark. 

"Now I know there is a God in Heaven". 

The purity of his eloquent pi ay. arduous 
practice and unparalleled passion for perfection 
saw him being idolized the world over. What he 
said long back is full of wisdom: 
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goddess exacting a tribute. 

ail the values we 
We must preserve and r ® s or * h brings dignity. 

hoW in trust and every art which J 

not'. 11 '*'/ 2nd serenity to t.,« .. on. 

Music is the bridge between thej^jt^jj^^ "" 
tangible, between Imagination 

Practice 

arduous training and practice ! have been t stres is 
in the context of the manodharmic basis 
music is well known Here is a feature which ac- 
cords with that, yes, from the life of Menumn, 

I can remember travelling to Washington 
for the matinee concert....l would scrape away. 

(At that time. I had yet to discover the value or 
the mute). The rest of the passengers registered 
their annoyance, each coming in turn to knock 
furiously at the door (of the Pullman Car). I con- 
tinued practising, but I was uncomfortably aware 
that when the time arrived, I should have to 
emerge to the malevolent glances of those who 
had been suffering my music.. 

But since practice, I must, to mollify these 
antagonistic spirits, I played (at th * end) with 
as much expression as I could muster, the Ave 
Marla. I was able to pass by now the beneficent 
alances of the powerful gen»l**men who no 
longer wished to stone me! 

One sees in this Menuhin's absolute faith 
and discipline in the matter of practice, his so- 
licitude to the feelings of others and anxiety to 
mollify them and the knowledge of how to do it - 
an incident for management science indeed. 

Incidents 

Two incidents wherein the titan violinist of 
the West met two virtuosos of the East are worth 
a mention. Former Chief Justice of the High Court 


Madras pv. Rajamannar secured 
of judicature, M d ■ Dwaram Venkataswamy 

the e 'T ie m VisaSatnarn to hear the concert 
Nai du ft™ V fc Museum Theatre (in which this 
of Menuhin a of - liie heroine in th? 

f h0 [ Tamsara Bandham - Tamil version of 
drama Sam ^ Oc(ober 8 1944). On intro- 

Samsa Naidu expressed a wish to take 

Smen. Me-in 

e,„ed But said lhal Naidu could’se.' il Dwaram 
“'"visibly upset but kept his cool. Justice 
Rafamannar arranged a reception to Menuhin 
% * concert of Dwaram. The visiting maestro 
£ "charmed and enchanted that taking the 
hands of Dwaram he told him. 

Marvellous, Professor. Yesterday I did not 
allow you to touch my violin. 

Please forget that. Now let us go to my suite. 

You can examine my instrument as you like. 

The majesty and purity of sound and the 
manodharmic magnificence of the music of the 
Sangita Kalanidhi enraptured and conquered the 
prodigy from the West so completely that he was 
gracious enough to admit and recognize the enor- 
mous eminence of his opposite. Dwaram took 
over the violin of the visitor and sent Menuhin 
lauding and applauding his music. It was a meet 
of two melodic souls from the two parts of the 
globe! 

It was the occasion of the Edinburgh 
Festival, September 1 965. Violin wizard and emi- 
nent composer, Lalgudi Jayaraman was there. 
On the invitation of Menuhin, he went to his house 
but without his violin as the purpose of the invi- 
tation was not known. Menuhin requested 
Jayaraman to play his violin. Sure Menuhin was 
drenched in the copious melodic classical rains 
that descended from the Italian violin in Indian 
hands. The music was so excellent and absorb- 
ing that the enslaved host was visibly happy 
Jayaraman recalls the beauty and matchless 
timbre of Menuhin's violin play without mike. 

Menuhin was punctilious about his finess 
His yoga teacher is P.K.S. Ayyangar, Pune to 
whom he presented a gold watch with the inscrip- 


tion 'To my yoga teacher'. Lalgudi Jayaraman 
states that during the intervals, he would be tak- 
ing to yoga exercises unlike most others. ’I stand 
on my head every morning.' He conducted an 
orchestra while he was so and even conversed 
with Pandit Jawaharlal Nehru when both stood 
on their heads! Menuhin learnt yoga at Pune. 
The lure of the East and its undying message 
were well received by the musical crusader 
of the West. It is the capability and willingness 
of the artiste to understand, accept and absorb 
the best in other systems that help to bring out 
hidden virtues and values. Sir Edward Elgar 
hailed Menuhin as 'the perfect interpreter' of his 
concerts and 'the most wonderful artiste, I have 
ever heard . Bela Bartok, famous Hungarian 
Composer, wrote his last celebrated Sonata for 
Menuhin. 

The house of Menuhin was the home of 
Melody with many on piano, dance and the like 
His violin play is the gayaka (vocal) style. His 
avarice to learn was proverbial and contagious. 
Here is what Bharat Ratna Pandit Ravi Shankar 
says of him, full of praise: 

It is a joy to see this superb musician 
(Menuhin) shedding all his pride and awareness 
of self and accepting like a child or like a devoted 
student my teaching and my music, though he is 
superior to me in age, expereince and fame After 
every rehearsal, he jumps up and embraces me I 
can feel how much love he has for our music 


He calls me his guru I find in Yehudi the 

Besides hi^, V ° f Vin3ya (hUmili,y and affablll, V) 
f , h ,aS " nat '0" our music, he ,s deeply 

interested in our philosophy and yoga He is the 
ideal model fo, students of music. .. 

Vehudi Menuhin's tribute to the 'Indian 
quality of serenity' and the 'exalted personal ex- 
pression of Union with the Infinite' needs special 
mention. Said he, 'If the Indian musician can 
help us to find this quality again, we shall 
have much to thank them fori' This is not a 
wish but a command that is to be fulfilled. He 
strived for it and had shown the path 

Works: Unfinished Journey iggy 

Six Lessons with Yehudi Menuhin 
Theme and Variations 1972 

Awards :Coix de Lorraine from General de 
Gaulle) Nehru Award 

Gold Medal from Royal Philharmonic 
Society 

Knight of the British Empire 1968 
Order of Merit 1987 

Life peer 1 993 

The matchless cosmopolitan outlook the 
wizard possessed found practical follow-up and 
implementation and his noble views found their 
rhythm in his actions. It could be asserted that in 
him Sangita and Sahitya found their consanguin- 
ity and realised adwaitic integration. 


’Garland’ N. Rajagopalan 




( APPEAL 

! r Four v o |uf Ties in the '•GARLAND” series titled A Garland, Another Garland, Vet Another 
ar ^ nd & The Fra 9 r ant Garland are before the music -loving public. Readers of SHANMUKHA 
j Perused the 9 racious reviews of the books by the Editor It is my desire to wind up the 

| ^ A * LAND series of Biographical Dictionary of Carnatic Composers, Musicians with the fifth and 
; lith f iik ^ SeneS ' Sha " bG grateful if Vidwans and Vidushis of standing and musicologists help 
i y U l0 '^ a t a * special comments, ancedotes and achievements and join the non-commercial 
| agna Those whose lives had been included already may peruse the contents in the four books & 

| su 99 est additions worthy of being passed on to music - loving public & posterity 

’GARLAND’ Rajagopalan 
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A Tribute 


Music is Meditation 

(Sheik Chinna Maulana's Nagaswaram continued to thmh 
drew from his Sadhaka and the Parampara extend, ng over nine generaZT n 
strains of Nagaswaram stopped on the eve of Tamil New Year Dal tZ 
was otherwise a landmark in his musical career One more SanJha Kai ^1' 
his mortal coils in the Year he received the honour wl repmSuT^lT^ 
interview the maestro gave to the Editor and published in the InLn Express" thZ 
years ago. SHANMUKHA January 1999 issue carrier th* < 

address at the Madras Music Academy Conference ) & ° S presidential 


At 70 PLUS, the ruling Sheikh of 
Nagaswaram, Sheik Chinna Maulana looks 
fragile, weak and talks mostly in whispers. But 
once he wields that exacting wind instrument, 
his power amazes you. As one possessed, he 
goes into the realm of melody, exploring its 
nuances and beauties on a vast canvas. So ex- 
pansive is his Alapana, so deeper and longer his 
pauses (Kaarvai) that one witnesses in him 
agility of a youngster full of vigour and vitality 
He draws his sustaining strength from his 
Sadhaka and the art from a Parampara extend- 
ing over nine generations. 

"It is 300 years of Parampara art," the 
maestro says with a sense of pride, in an infor- 
mal meet during his concert visit recently. And 
traced the family tree extending over generations 
starting from Meera Saheb of Adipudi in Andhra 
Pradesh and coursing through Vallur Adam 
Saheb, Kommur Pintu Saheb and others, till it 
was handed down to him (8th generaion) by his 
father Kasim Saheb of Karavadi. Commencing 
his training at the feet of his father at six and 
later under the elder Guru in the family Sheik 
Adam Saheb of Chilakuluripeta, Sheik Chinna 
Maulana travelled Southwards with an intention 
of enriching his style. And the Parampara art 
which was confined to Andhra Pradesh till his 
father's time shifted down south in I960, to 
Srirangam, where he settled down and founded 
his own institution, "Saradha Nadaswara 
Sangeetha Ashram", training his disciples on 
Tanjavur Bani in Gurukula tradition 


From Andhra to Tanjavur Bani, the style 

of Chinna Maulana has come a long way mould- 
ing a lot of richness and repertoire in the temple 
tradition and concert Paddhati. He found the 
temple rituals and Sampradaya for Nagaswara 
artistes in Andhra Pradesh inadequate and found 
the same very specific and elaborate in Tamil 
Nadu. Keen to acquire the knowledge and style 
he moved to the South and learnt under 
Nachiarkoil Brothers - Rajan and Doraikannu - 
the famous "Tanjavur Bani." 

Alapana Prasthara is given prime impor- 
tance in Sheik Saheb's style", says his proud 
grandson-disciple, Kasim, who plays second 
Nagawaram in concerts . Elaborating further, the 
maestro observes that Alapana Prastharas that 
weave through song-structure, for instance, 
between Pallavi and Anupal lavi or Anupallavi and 
Charanam or even between Sangathees (me- 
lodic variation) originated with that genius T. N 
Rajaratnam Pillai and it has come to stay as 
Nagaswaram staple. To which Kasim added that 
Sheik has made an imprint of his own. True, the 
maestro's style specialises in playing around one 
note (Swara), giving free rein to his imagination, 
exploring all melodic possibilities with aesthetic 
modulations that involves much flexibility in 
blowing technique, breath control etc. 

The maestro's enchanting Nagaswara 
melody at the lead of the night-long procession 
of the protraits of the 'Carnatic Trinity' (Saint 
Tyagaraja, Muthuswamy Dikshitar and Syama 
Sastri) along the four streets (Maada Veedi) 
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surrounding the Kamala '®]J a ungereM in one's 
pie Tank) no. long ago JE, to the Sa- 
mind It was a rever ®" ' ce | e brations at their 
vants on their Jayanh D V test imony of his 
birthplace, Tiruvarur and sure testim 

own stamina. 

•rod ^bout such marathon 
When enquired aboi ^ j$ a)| the 

performances, Sheik Sah ^ |( en(ai , any 

result of assiduous P— *' c q qa meditation or 
special exercises, such as Yoga, 

Pranayama 9 

•■Where is the necessity for Yoga or 

meditation? Our -sic itself .^aar^ n- 

centra., on of any ' s ai , 9 a ^ our oncen- 
Once you start singing o, playing, yo 
tration is on the music, the Raga, the Knti or 
whatever you perform and where is the nee 
a separate session of meditation 

"A long pause," an elaborate sanchara. a 
buildup pinpointing a note gives you all the con- 
centration that yogic skill or power can provide . 
the maestro observes. But emphatically added 
that one should cultivate the habit of serious 
listening "Listening sows the seeds of concern 
tration and enhances one's grasping power. 
When the same is applied to Sadhaka, you gain 
mental poise, and polish in music. Theie is 
nothing to equal this 'meditation'. And all this is 
enshrined in the treasure of compositions, the 
Vaggeyakaras (composers) have bestowed on 
us" he concludes 


■ ar n and practice ceaselessly", he 

••Listen, lear P hram and ins ists on its 

saystohisstuden ^ gran dsons Kasim and 
implementation^ are continuin g the 

Sals'as well as Ihe Temple Feslivals o( the 

In th the maestro is the recipient of many 
s w titles But the two he cherishes most 
are^Kanchi Paramacharya's blessings in 1985 
when the Sheik made a command presentation 
of Dikshitar's Ananda Bhairavi Navavarnam 
before him and received a shawl which he 
constantly carries with him as a talisman; and 
the honour of Asthana Vidwan conferred by the 
Sringeri Acharya in 1993. 

About the general decline in the art of 
Nagaswaram today the maestro has this to say: 
"Nagaswara music is preserved only by 
Parampara artistes. But it has to spread outside 
as well to flourish. Temple festivals and as a 
wedding ritual apart. Nagaswaram is usually 
featured as "Mangala Isai" at the inaugural 
functions of the Sabhas. The Sabha organisers 
rarely come forward to engage them for regular 
full-fledged concerts. How then can we expect 
the art to flourish?" 


-Sulochana Rajendran 


Obituary 

SHANMUKHA records its deep sense of sorrow on the recent demise 
of Sangeetha Vidushi Sulochana Nagarajan. A dedicated teacher, she 
had trained a number of students some of whom are themselves 
teachers. 
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A Tribute 


Buoyant Bannibai 


"What have you come for? Oh ! a T. V 

interview. About my life ? How I start and 

progress through my daily chores? ... Want me 
to start from what brand of toothpaste I use., 
what soap or talc I patronise?" (laughs) and con- 
tinues the humorous touch! Turning serious, she 
says "if you want to know about me come to my 
Harikatha and script your story." 

That was the breath-taking Harikatha 
exponent Bannibai, a versatile artist, whose 
death recently at the age of 87 has almost 
orphaned the artform. 

The Renaissance period of classical arts 
in India saw two women stalwarts emerge on the 
ait scene of Harikatha - Saraswati Bai and Banni- 
bai. Both stormed into the male - dominated field 
and created a niche for themselves. 

Age had not withered Bannibai's humour 
nor custom staled her art presentation. Despite 
external vagaries - the gleaning silver hair and 
the stoop, the bulky-build Bannibai had an ad- 
mirable charm and an enviable stage presence. 
She had an unquenchable thirst for knowledge 
and untiring zest for presentation. She could 
spellbind her listeners, lay and literate with her 
eloquence and excellence. A multi-splendoured 
personality, she was versatile in music, dance, 
languages and had a flair for Katha enunciation.' 
Besides languages, Idioms and proverbs came 
handy in her exposition. A worshipper of Saint 
Tyagaraja, she had learnt quite a number of his 
Kiitis which helped highlight episodes with 
emotional essence. Bhajans of many saints 
swelled her repertoire. And for Abhinaya - her 
eloquent eyes spoke the whole essence of 
gesture language. She is once reported to have 
remaiked that but for her physique (girth) she 
would have become a dancer. 


Yes, she was born in a family steeped in 

J an C A a nrth da f nCe ,° ne am ° ng six 9irls and a boy 
Andhra family Alamelu Manga Thayar (that 

was what Bannibai was christened) a fair chubby 

girl shy and soft - spoken, and talented took to 

the family art as a fish to water, Her frequent 

visits to her Marvari 'Baniya' neighbour's house 

earned her the name 'Banni' and she became 

Bannibai, the ace performer. 

Talent was not the only gift God had 
bestowed on her. Planned training and proper 
direction by teachers of eminence elevated the 
shy girl to a lofty 'Kathakar'. 

Kuppayya Bhagavathar, Balu Pillai, 
Narayanaswamy Iyer taught her music - her 
repertoire was multifarious. Training in Tamil and 
English was imparted by Swaminatha Iyer. She 
learnt Marathi from Markhandeya Brahmachari. 
Sanskrit, Hindi, Kannada followed. Mahadeva 
Iyer trained her in Abhinaya. And with the bless- 
ings of two great souls, one Bangalore 
Nagarathnammal, a great devotee of Saint 
Tyagaraja and the other art connoisseur 
Doraiswamy Naidu, Bannibai blossomed into a 
full-fledged Harikatha exponent. For. she was 
trained, we learn, even in the art of Harikatha by 
Kalyana Sastrigal, the son of the famous 
Panchapakesa Sastrigal and Vijaya Bhagavathar. 
That Bannibai propagated the Tanjavur style of 
Harikatha, in the "Nandanar Charithram", "Valli 
Tirumanam", goes without saying. 

A staunch Rama Bhakta, she took the 
title of Kalaimamani, and the Sangeet Natak 
Akadami award in her stride One who never 
boasted of her success, she was ever thank- 
ful to the Almighty for His Grace and her 
Gurus for their bounteous training in making 
her life meaningful 

- Kinnari 
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D ° s & DONTS AT T he ENTRANCE. 

PLEASE PR^P.^^.^^/it^bles^TRANS^STORS, MOTILEPHONES AND PAGERS INTO 

sfs fga is » " ^ 

FORTHCOMING programmes 

11th June 1999 - Sunday - 6.00 p. m. 

Dance Drama "ABHIJNANA SHAKUNTALAM" 

PRESENTED BY . 

Smt JAYASHREE RAJAGOPALAN & PARTY of Nrithyodaya, Mumbar 

10th July, 1999 - Saturday - 6.00 p. m. 

HYDERABAD BROTHERS & PARTY 
(Shri Seshachari & Shri Ragavachari) 

8th August, 1999 - Sunday - 6.00 p. m. 

An evening with 

Violin Vidushis B. RANJANI & B. GAYATRI in Vocal Recital 

11th September, 1999 - Saturday - 6.00 p. m. 

Shri Trissur V. RAMACHANDRAN & PARTY - Vocal Recital 

VENUE FOR ALL PROGRAMMES : SHANMUKHANANDA HALL 


PAYMENT OF SUBSCRIPTION - CUM- ISSUE OF MEMBERSHIP CARDS 1999-2000 

This is to bring to the notice of the Members that Membership subscription to the Sabha should be paid 
in advance as per Rules & Regulations of the Sabha 


As such, such of those Members, who have not paid the subscription for the current year, i.e. 1 st April 1 999 
to 31 st March 2000 so far, are requested to pay the subscription at the Sabha's Office immediately against 
delivery of the new Membership cards. 

NEW MEMBERSHIP ADMISSIONS 

In deference to the pressing demand from Art Lovers, we have decided to entertain a limited number of 
Membership Admission Membership forms can be had from the Sabha's Office during Office hours - 
10 00 a m to 5 00 p.m on working days and submit the same to the Hon. Secretaries along with payment 
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S*RI SHANMUKHAN*ANDA’FIN*eVrts & SANGEETHaVaBHA (rVgVi 

292, Comrade Harbanslal Marg, Sion East Mumbai 400 077 (REGD,) 

Phones : 407 8888/403 0213/40,5164 Fax 409 2211 E-Mail : shanm^nda^olmai, com 

Website : www shanmukhananda org ln COm 

NINTH ANNUAL TALENT PROMOTION FESTIVAL OF MUSIC 

(JUNE TO OCTOBER 1999) 

FESTIVAL SPONSORED BY INDIAN OIL CORPORATION LTD 

Shri K. KANNAN, 

Chairman & Managing Director, Bank of Baroda has kindly consented to inaugurate the Festival 

A bouguet of 23 colourful musical events in 18 days is being offered by SHANMUKHANANDA m ,h 
Members and Rasikas on its Ninth Annual Talent Promotion Festival. ""™KHANANDA to the 

It includes a special variety marking the National integration on the World Music Dav and Candhi i 
and also a crowning finale. Slc ua y and Gandhi Jayanthi 

Among the attractions are the Saxophone duet (double Saxophone) with Thavil - Mridangam accomoaniment 
ree Veena solos a sure .boost of sustenance tor the Divine instrument) besides a number oTvSnts 
It is gratifying that Sabha's venture started in 1991 as a monsoon session to bnn^g to^e a, ents of 
promise has paid rich dividends and has become a permanent feature In the near-decade explore on manv 
an young aspirant brought to limelight has had a steady rise to stardom in the concert arena " 

»n ”.1“" a " d W— " «■ «■*. » S >Wta M ; 

Venue : Jasubhai Convention Hall, Shanmukhananda Tower Complex ; 


5-6-1999 

Saturday 

6,00 p.m, 


6-6-1999 

Sunday 

A) 6,00 to 7.30 p.m. 

B) 7.35 to 9.00 p.m 


19-6-1999 

Saturday 

а) 6.00 to 7.30 p.m, 

б) 7.35 to 9.00 p.m. 


PROGRAMME (d.v.) 

INAUGRATION OF THE FESTIVAL 
Shri A.S. Vedamurthy (Mumbai) 

(Vidwan in both Nagaswaram & Saxophone) 

and Shri T.S. Manjunathan 

Shri K. Selvarathinam 

Shri Vivek Rajagopal (Mumbai) 

Kum. Smitha Madhav & Party (Hyderabad) 

(Disciple of Shri V. Balasubramanian & 

Smt. Sundari Janakiraman, Hyderabad) 

Ms. Manjari (Chennai) 

(Hailing from Saint Thyagaraja's Sishya Parampara 
Ms. Manjari is the disciple of Smt Kalpagam Swaminathan) 

Smt. Kasi Visalakshi (Bangalore) 

(Disciple of Shri Mysore V. Doreswamy Iyengar) 

Shri Narayanamurthy (Bangalore) 

Shri R. Chandrashekar (Mumbai) 

Kum. G. Subhalakshmi & Party (Mumbai) 

(Disciple of Smt. Meera Nathan, Mumbai) 


Saxophone 

Duet 

Thavil 

Mridangam 

Vocal 


Veena 


Veena 

Mndangam 

Ghafam 

Vocal 
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20-6-1999 

Sunday 

6.00 p.m. to 8.00 p.m. 


17-7-1999 

Saturday 

6.00pm. to 8.00 pm. 


18-7-1999 

Sunday 

6.00 p.m. to 8.00 p.m 


24-7-1999 

Saturday 

a) 6.00 p.m.to 7.30 p.m. 

b) 7 35 p.m. to 9.00 p.m. 


25-7-1999 

Sunday 

6 00 p.m. to 8.00 p.m 


1-8-1999 

Sunday 

6.00pm. to 8 00 pm. 


14-8-1999 

Saturday 

6.00 p m to 8.00 p.m. 




• • • 


• • • ♦ 


• • • 




• ♦ 


• • 






Shri Ashwin K. Sridharan 
Shri B. Ravi 

Smt- SaviU Nathan (Chenr.ai) anjam & ^ 

(Initially trained by Shn u.v. 

being trained by Ch.traveenaRavik.ran) 

Shri V. Balakrishnan (Mumbai) 

Shri Rajesh Srinivasan (Mumbai) 

plL^lsof'sIntTR^Balamani. a seasoned Guru of Mumbai) 
Shri Anand Viswanathan (Mumbai) 

Shri Prasad Maniappan (Mumbai) 


Vocal 


Violin 

Mridangam 

Ghatam 

Vocal 


Violin 

Mridangam 

Vocal 

Violin 

Mridangam 


Master Easwar Ramakrishnan (Trivandrum) 
(Son and disciple of Shri P.P. Ramakrishnan) 
Shri P. P. Ramakrishnan 
Shri G. S. Rajesh Nath (Trivandrum) 


Vocal 

Violin 

Mridangam 


Smt. Subhalakshmi Murali (Mumbai) 

(An M.A., M. Phil in Music, Smt. Subhalakshmi is currently 
trained by Mrs. Subhalakshmi Swaminathan, Mumbai) 

Ms. Gayatri Sankar (Chennai) 

(Visually handicapped artiste, Ms. Gayatri is the disciple 
of Shn M.D Ramanathan and Shn Puducode Krishnamurthy) 
Ms. Padma Sankar (Chennai) 

Madipakkam Shri Suresh (Chennai) 


Vocal 


Vocal 


Violin 

Mridangam 


Ms. Hema Hariharan (Mumbai) 

(Disciple of Bangalore Smt. Vijayalakshmi & 
Mumbai N.S. Chandrashekara Bhagavathar) 

Shri Nilesh Viswanathan (Mumbai) 

Shri S. Shankaranarayanan (Mumbai) 


Vocal 


Violin 

Mridangam 


Ms. P.V. Geetha (Chennai) 

(Disciple of Shri Mannargudi Sambasiva Bhagavathar) 
Shri S.V. Ramachandran (Mumbai) 

Master Vijay Natesan (Mumbai) 


Vocal 

Violin 

Mridangam 


15-8-1999 

Sunday 

6.00 p.m. to 8.00 p.m. 

Smt. Chitrambari Krishnakumar (Chennai) 

(Disciple of Smt Charumati Ramachandran) 

Shri Melakkaveri Thyagarajan (Chennai) 

Shri Hanumanthapuram Bhoovaragan (Chennai) 

- . Vocal 

Violin 

Mndangam 

21-8-1999 

Saturday 

a) 6.00 p.m.to 7.30 p.m 

Ms. N. Vijayalakshmi (Chennai) 

(Disciple of Smt. Kalpagam Swaminathan) 

. Shri R. Ganesan (Mumbai) 

Veena 

Mridangam 

b) 7.35 p.m. to 9 .00 p.m. Master C. Chaitanyakumar & Party (Bangalore) 

(Disciple of Shri L V. Mukund & Dr N Ramani) 

Flute 

22-8-1999 

Sunday 

6.00 p.m. to 8.00 p.m. 

Smt. Radha Parthasarathy (Chennai) 

(Disciple of Shri RS Narayanaswamy) 

Ms. Jayanthy Kesav (Chennai) 

Shri K.V. Gopalakrishnan (Chennai) 

Vocal 

Violin 

Mridangam 

4-9-1999 

Saturday 

6.00 p.m. to 8.00 p.m. 

Shri Vaikom T. V. Jayachandran & Party (Vaikom) 

(Disciple of Shri T. M. Thyagarajan & 

Shri R. Venkataraman of Trivandram) 

Vocal 

5-9-1999 

Sunday 

a) 6.00 p.m. to 7.30 p.m 

Master A. Rohit (Chennai) & Party 

(Disciple of Shri B.A. Chidambaranathan, Chennai) 

Vocal 

b) 7.35 p.m.to 9.00 p.m. 

Master Srivatsan Sundara Rajan (Mumbai) 

(Disciple of Shn P.N. Krishnamurthy of B.A R C ) 

Shri Anand Viswanathan (Mumbai) 

Shri A. K. Gopalakrishnan (Mumbai) 

Vocal 

Violin 

Mridangam 

13-9-1999 

Monday 

6.00 p.m.to 8.00 p.m. 

Oppiliappan Koil Shri N. Venkatesa Prasad (Chennai) 
(Disciple of Smt. T R. Navaneetham of Kumbakonam) 

Ms. Ranjani Ramakrishnan (Mumbai) 

Shri K. Kumar (Mumbai) 

Flute 

Violin 

Mridangam 

2-10-1999 

Saturday 

6.00 p.m.to 8.00 p.m. 

World Music Day • Mahatma Gandhi Jayanthi 

Programme to be announced 


3-10-1999 

Sunday 

6.00 p.m. to 8.00 p.m. 

Special Programme to mark the Finale of 

Ninth Talent Promotion Festival - Vocal Music 

by Dr. Lakshmi Podhuval & Party (Madurai) 

(A disciple of Shn T M Thyagarajan) 

Vocal Music 


S. SESHADRI 
V. RANGARAJ 

Hon. Secretaries 
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■„n„mi sc^ie niMmjhm 


...Down Memory Lane 


I, was a concert when the audience 
struck a rapport with the 

Viswanatha Iyer spellbou Kh mas e tc„ and 

inimitable Arabh,, Darbar Khamas e, 

then father Santhanam s,r °^ e . ^P^ut with a 
fully toeing the elder maestr salliaes 

difference adding his own 'whispering sall aes 

S a Tntorian voice Going down manor lane 
Rasikas at Shanmukhananda Hall on that Feb 
ruary evening (13th) enjoyed Maharajapuram 
Ramachandran's concert organised by the 
Sabha. 

Listening to Ramachandran after some 
years one felt that he has been working hard 
to be worthy of the legacy he has inherited and 
do justice to the trust invested in him. He has 
cultivated his voice to 'resemble' his father's - 
in volume, in melody etc, Brikka -frescoes to 
some extent, but clarity of Sahitya, at times 
good, often not to father's standard. 


The choice of evocative Ragas such as 

Th ® ,nd Kalyanavasantham was com- 
Gan f“ n an effort to melodise Sangathees 
me should have been taken about clear die- 
,ion e of the beautiful Sahitya of Ganamurthe 
Z team of accompanists, M.A. Sundaresan 
Lio fn) veteran Vellore Ramabhadran 
S idangam) and V. Nagarajan (Kan„ra played 
J h great inaspiration and added to the me- 
Todic sustenance of the Kriti. Sri Venkatesam 
Bhajami (Kalyanavasantham) was a new found 

offer. 

Arabhi, the Sangati-studded Tsalakalla 
was true to the Maharajpuram Bani. Only the 
Niraval appeared as an exercise with the pace 
accelerated midway Kalyani Alapana follow- 
ing the favourite Ragamalika of his father, 
Sarangan Murugane, set one down memory 
lane. Enduko Nee Manasu with full fledged 
Niraval and long-winding swaras got on well 
Yet the spontaneous Thani by percussiion pan 
stole the thunder. 


One thing was very clear that he was 
trying to be his master's voice. It could pay him 
dividends for some years to earn a name and 
find a firm footing on professional front. How- 
ever to sustain in concert circuit in the long run 
he would do well to mould it to his own imagina- 
tion and originality. He has melodic fluency and 
power of voice. Wi:h some modulation (not whis- 
pering nuances) nf could be on his own. 

Granting that initiation of father's musical 
culture was appreciated that evening, his reper- 
toire had aesthetic sensitivity and articulate fi- 
nesse. Opening with Charukesi Varnam, he set 
the tone and tenor of a delightful concert. 
Sadasivan Maindane Gajamukhane in 
Hamsadhwani was impressive with the 

Swaraprastharasto Charana, Karthikeyanin 

the whole segment in Madhyamakala. 


Quite a number of father's favourites found 
a place in the concert much to the delight of the 
Bani fans and he sang them with his heart and 
soul. 

The April concert of Madurai T. N. 
Seshagopalan presented on April 10, by the 
Sabha, was dedicated to the memory of Musiri 
Subrmania Iyer on his birth centenary (April 9). 
On the occasion a portrait of the great master- 
musician, donated by his disciple Shri C. V. 
Narasimhan, I.C.S. (Retd ), former Under Sec- 
retary General of United Nations, was unveiled 
by Justice Shri B. N. Srikrishna. 

Not only was the concert dedicated to 
Musiri. The style also emulated the maestro's 
Vilambam, and other characteristic features. How 
far could Seshagopalan succeed? 
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He started well in the Vilambam, the feel Hangover of Sank^hh 

of the Sahitya expressed her by tier in Men, Sudharasa ? Kabir's Bhaiantnn h hT* Rdga 
Samana Dheera (Mayamalavagowla). In the very najan 00 had sl, P s - 

opening number he tried his hand at Niraval in Percussion nairk- w d 

Musiri Bani, about which he spoke. M. and V Suresh rcha Prasad (Mr,dan gam) 

Chandrasekharan (Violin) responded well. His Chandrasekhar gave a solid ^in^ rinn'r 9 W ' th 

s »ar. s had sr.a.er flaenc, me,, Tha ni was a„“Sa„,X? 

Perhaps voice discrepancy owing to soar All mart*; Iph qk. 
throat(?) impaired his efforts at the slow pace March 31 when Ustad Vilayet Kh^n"*"^ Ha " ° n 
He had to resort to technicalities now and then in a Sitar recital Khan Saheb's reShave'h ' 
Why did he impose Gamak-taan sallies on Purvi few and far between these davs JlJ , h b 
Kalyani? The Sangathees needed no glamour long for 

And where a Niraval was most appropriate on have had an opportunity to listen to the Us d 
the Kriti Ninnuvmagaman he chose to waive and Ublaa 

proceed with Kalpana Swaras. Th P nrra^n umc • 

K r me occasion was the maguration of the 

, .... Convention Hall of the Sabha at the Tower Block 

While speaking about Musm's Mukhari the and Medical Centre named after the great phi- 

Vocalist hailed the master s unique way of bring- lanthropist Shri Jasubhai Shah (whose Founda 

ing out its essence in one word Kanulara in the tion has adopted the two winqs of the 

Kriti Enta Nine Varnintunu Sabari Bhagyamu. Shanmukhananda) The inauguration was at the 

However, in rendition his efforts were sincere but hands of Bharat Ratna Shri C Subramaniam 

results were not pleasing. The great 'master' re- And the memorable recital was by Ustad Vilayat 

mained elusive. Elongated pause and heavy Khan 

deflection could not capture the magic 

Chandrasekharan however captured what TNS Ustad Vilayat Khan is a master 
missed - strokesman. Rightly feeling the pulse of the au- 

dience and mood of the occasion - one of dedi- 
In fact, it was Chandrasekharan's day. His cation, he chose to go placid and twanged the 
tone was soothing. His pace sustaining. Whether heart strings of the audience. The Raga of the 
the jet-set Bantureeti (Hamsanadam) with dart- evening was Piloo in its varied hues. It was Piloo, 
mg of Ati Drut swaras or slow-paced Mishra Piloo in two sessions and poignance 
Sankarabharanam in its traditional grandeur, reigned throughout. The Alap in Vilambit with 
Chandrasekharan played with great restraint and effective pauses conveyed the mood of the 
stole the show. Seshagopalan had to tide over master well and the Gat Vilambit was brief but 
voice trouble with gimmicks. And Swararaga chiselled. The Alap lasted long than Gat well over 
sudharasa deprived of Niraval? half-an-hour. For Taans he employed tonal modu- 

lations. And his Taan patterns had a flavour of 
One could not criticise him for the liberal their own. His 'Mishra' phrasings were stylistically 
dose of Swaraprastharas with rhythmic intrica- employed enhancing the aesthetic flavour of the 
cies. He is an adept at it. But in a concert melody 
dedicated to a maestro who was a master of 

Niraval, eliminating that Manodharma facet in There seemed to be good understanding 

major numbers was disappointing. between Khan Saheb and Tablia Sabir Khan. 

After every intricate Taan sequence the Ustad 
He was not very 'Soukhya" with Inta gave a solo chance to Sabir Khan to show his 
dukhyamanine (Kapi) when he missed Laya in rhythmic prowess, and letting Laykari dominate 
e stance Swara Raga Laya Sudharasamandu!! If at all he contributed, he played very soft, 


35 


almost whispering m .® lod ^ JsingVheTabla to help 
gave soft Sanga. as ,f caressin . 9 ' , uances how- 
melody re,gn. In the bargain the nuanc^ ^ 

ever subdued came o . s did elevate 

Sitar and the Layakan in soft strokes oi 

the quality of the performance. 

A good experience it was in performing 
Paddhati. 

★ * * * 


While the Vaggeyakara days °|^^ 
Sastri and Papanasam Sivan were marked w 
o,.. aeethaniali by students past and present 
Shanmukhananda Sangeetha Vidyalaya and 
artists of experience and teen-aged pr 
ners in various competitions, the Hindustani seg- 
ment of Savants Day of Pandit Vishnu Digambar 
Paluskar and Pandit Vishnu Narayan Bhatkhande 
was celebrated by Dr Vandana Kaths vocal 
rec jtai 

In Syama Sastri's Anjali concerts, his all 
time - greats - Mariveregati (Ananda Bhairavi), 
Sarojadalanetri (Sankarabharanam) figured in a 
majority of sessions, each giving the audience a 
taste of the Pantaathara and the Paddhati.lt is 
common knowledge that Ananda Bhaiiavi is a 
very ancient Raga, originally of folk music but 
has come a long way occupying a unique status 
in classical idiom. Its evolution over the centu- 


m.anres -eq., Syama Sastri's 

,han Bh Wambf Mariveregathi and Dikshitar's 
O, jagada/nba, ™ Vajbhavam Kama/amba 

Tyagara/a V 9 rn p a taantharas, how- 

Samrak S*e the ' Bhashanga nuances neatly 

6V I U pd When did this happen is a matter for 
e mpl° y fe)t that at | eas t in the Kriti 

STs adhering to Upanga tenets would be ideal 


Th e other Kritis featured were 
Ninnuvinagamari (Purviksalyam) in a rare Viloma 
Chapu Tala, Nannubrova Lalitha (Lalitha) again 
known for its off-beat take off in Viloma Chapu, 
Tarunam Eedamma (Gowlipanthu), Sankari 
Sankuru and Durusuga both in Saveri, 
Trilokamatha (Pharaz), Mayamma (Natakurinji), 
Himatrisute (Kalyani), Kanaka Sat/a Vihanni 
(Punnagavarali) and Ninnuvina Mangalada 
(Ritigowla). 


it was a pity none chose to render the 
Swarajatis, the magnificent gems of architectui al 
grandeur. 


The participants Anand Viswanathan (Vio- 
lin solo) Subhaiakshmi Murali , Lavanya 
Mahadevan from the younger generation showed 
innate talent and good grooming. Sulochana 
Thyagarajan and Gowri Nagarajan upheld th° 
Anjali spirit and performed with understanding 


ries has been one of great interest to musicians was mQre of |ess yougster ' s day - the 

and researchers. It has a valued place m wed- s|van anja|i The sim p| icj ty and 

ding ceremonies, in Bhajana tradition and Utsava P f Papanas J am sivan's compositions 

Sampradaya Keertanas. Its therapeutic potenti- s P onlaneil y „ apa " d h 

.... . . . . r . . , ... and the Gana Rasa flowing sweet and silken from 

alities have been proved by musicians of this .. 4U -Tomii 

century. This Raga had attained its unique qual- * hem ^ ave earne ,m e .. 

ity in the Trinity's hands especially Muthuswamy Tyagaraja and that was qui e evi en 
Dikshitar, and Sya ua Sastry. Tyagaraja's aban- youngsters' renditions. They were quite at home 
doning of composing in this Raga after the only with ,he Madhyama Kala flow and the language 

one he did, Neeke Teliyaka Pote, is well known * ... fl 

to need reiteration Priyadarshini Narasimhan, Kavitn^ 

. ^ ^ l/«iloC 


In its evolution the Raga acquired or rat 
retained its Bhashanga character m many >01 
of composition. But in highly aesthetised ; 
classicalised Kritis, especially of Trinity, it d 
its uniqueness more from its Upanga charac 


Jayaraman, Sarita Sunder, Lavanya Kailas, 
Savitha Viswanathan, S. Priya and Srividya 
Shriram have all been familiar names in the an- 
nals of Shanmukhananda competitions and these 
prize-winners performed to the delight of the 
audience, making their teachers proud. 


36 


Among the rare compositions sung in the 
concerts were Nee Arulvai (Keeravani), Sivaya 
Namvenru (Kuntalavarali), Sankara Dayakara 
(Harikambhoji), Gatiyudava( Ragamalika) and 
Ranganai Tudipporku (Chakravakam). The rest 
were familiar delights such as Sri Ganesha 
(Tilang), Muladhara Murthi (Hamsadhwani), Mayii 
Vahana (Mohana) Unnaiyallal (Kalyani), 
Karpakambike (Bilahari), Saravana Bliava 
Guhane in Kannada and Madhyamavati, Tanigai 
Valar (Todi), Kaa Vaa Vaa (Varali) etc. 

Dr. Vandana Katti belongs to Jaipur-Atrauli 
Gharana and has had her grooming under Manik 
Bhide and Kishori Amonkar. Naturally her music 
highlights the grandeur of the Gharana. Bestowed 
with a powerful voice she has a flair for explora- 
tion and an evocatively meandering style of enun- 
ciation. 


In spirit and tone it was a true Anjali to the 
Savants who streamlined the study and Sadhna 
of Hindustani Music. 

* * ★ * * 

It is of great pride to note that Vijay 
Natesan, the whiz-kid student of master percus- 
sionist T. S. Nandakumar of Shanmukhananda 
Sangeetha Vidyalaya has bagged the first prize 
for Mridangam in the All India Radio Competi- 
tions. Over the years the child-artiste has been 
progressing steadily and under the disciplined 
grooming of the Guru has blossomed into a sea- 
soned Mridangist. SHANMUKHA congratulates 
him and wishes many more laurels in the years 
to come. 

- KINNARI 


Her opening Madhuvanti had revealed 
these characteristics Her moves followed a me- 
thodic perception making Raga unfoldment 
placid and poignant. Her gradual build up on the 
Madhya Saptak and her reach of Tara Shadja 
was quiet impressive. There was an emphasis 
on Varja proyogas adding to the quietitude in her 
style and poignance in enunciation. 

There is, of course, a nasal tinge that adds 
a new dimension to her voice, though at times, 
especially in the higher forays it slightly jars. 
Gamak Taans she employed would have more 
suited a voice with soft-silken touch. The nasal 
twang was a bit too heavy to carry the Gamaks 
in the Taans. 

After Vilambit, the Madhya Laya Khayal 
had Madhyam as Nyasa and the shift to Drut was 
made in Akaar Taans. The Khayal was wound 
up with Drut Tarana. The Taan improvisations in 
Drut was sprightly as it should be and her vocal 
manoeuvring here was excellent. 

The voice that had gained in power and 
pliance through the concert had reached a pliant 
peak, and her Meera Bhajan came off pouring 
poignance in eloquent modulation. 


SWAT I TIRUNAL MUSIC FESTIVAL IN 
MUMBAI 

KELI, a Mumbai-based organisation that 
aims at propagating the traditional as well as 
classical art forms of Kerala, organised a 3-day 
Music Festival on February 16, 17 and 18, 1999, 
exclusively devoted to Maharaja Swati Tirunal's 
compositions. Befittingly, it was inaugurated by 
the doyen of Karnatak musicians, Sangita 
Kalanidhi Semmangudi Srinivasa Iyer, by light- 
ing the traditional lamp. 

As a token of its reverential appreciation 
of the immense contributions made by 
Semmangudi Srinivasa Iyer towards restoring, 
preserving and popularising the musical legacy 
of the Maharaja, Keli honoured him with a "Veera 
Shrunghala" (a golden bracelet the rulers of 
Kerala gave to Grand masters of Art & Litera- 
ture). The 'Veera Shrunghala' was presented to 
him by the celebrated Hindustani vocalist, 
Ganasaraswati Kishori Amonkar. The maestio 
regaled the audience with two compositions. 

-S. S. 
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l51 6 irr l_| li , (Saj^ii (Sumli_ rBi^arf G lu sn l_ u51 aj r06Brp Q«rr 6 wrGi_ 

finjojrrnjrflflnffGiijrrgl^rrCTT, 6 T 5 BT @^^, 3 , GfBrfrBjsp 5 T«frp ufr© 6 urrrT. ^uui^ urn^ 

Lflran-I, urr^^Irr^^lfbG^fbu urr6Uff5)«rT 5%r5p ^LLrr^ii, ^surf urr^uj rBfrLftu 

ufTLeu LD5iai(65ft@u lSIl^ ^^ 0 fB^fT 6 U ‘^einefuGLDrrrf’ (Lfi* 6 wr©LD 90 ^cmrg) enffirp 

(gfieu QaiT©uurrfTft6Tr. ^ 6 urt LffewQti rflrirrp urr© 6 urrrr. ^uui^u um_u«SlLlLrT 6 ij 

Lii)@fB 2 fteumlLn- 6 Tfbu©ii. gluui^ 6 U 6 TTfffB^ r 5 n-L« 9 >« 3 , ^60)ajflnuj G^<# 1 uj 
ft 6 mG 6 TOrrrL_l_^,^lj 7 )(g^ ^0Uli1uJ6UfT6i6TT ^l06i^6OTT5 : rTLfil UfTflJ 6 \JfT, SlSIa.SUfBfT'^ ^fTfiTU, 
ffrmjfT, ^luiurr^^p Gurr^fQ (Zpffu&ptT&m ^6urnTft<>iT. 

^jCTrp QftjsTT8&mu5ofl5OT GiSbmjLaiLli^u urrjiB^ GrBfr^^l^jii 6151^611^^ ^nsfu 

^|«J(TftfO)6TT &T^)fT^p (SlD6BH_uSl6U lS\lJfffTVUU\_Mff,61S)6nu Urr©fljn 7 T. 2 Lt_GflJT ^j^lftrTfflftfiTT 
CoLD60)L.ll51fiU 67051, ^|6U«nfJ5i Q«?lLJ6Iin7T5i6Tr. Q<?6\J6UfTIT. ^j^G^n© 

njfTL_«u) (Lpif fBp6iSl©ib. @6?na35i sjfTeuuTuG^ QupLbGup &T6ifTp ^jfiOTp rBrri_ 5 jii airmr 6iifB^ 

^ftft(65LD 2^6OTT©. SJfg^rnp ftfT6U^^)6ij 90 Lipj) Ul^^6UfT5i6TT ^l6Df]rr6U 

^©P^uul f5m_5inijft(CT5Lb ^&m 6 uQiu©^ft ^friiiil^bOT. ^uui^ 

rBm_ftfij^,bTfl^jLb ^rrnsuffr «^ 6 w^ft 6 Tfl 6 i) Gurr^l^ff, ^rrLOfijft(b0ii) 

^rr«iT Gftjp aii^6u^^l6U QfffT6i)6uuuLL«JT. 


(Lp(ipbimj)iufTft &(yj& jbrrL&rhj&m frsur^j su G^rr 6 inn 51 iu 5 W 6 ii r 56 iirru ty..6T6ifr. 

§UMrwBf)a ftl ]) ^|6urfft6Trrr6i) /bl^^ljuiIl “lilfrubu ermp j5m_«^y)ii), ^]0, sTtnu bTbru. 

657 c ^ 61jrrft6TTfTfi ' ) ^(^^uuil®, fBfTLft^ ^]0. asf5^(?rrL61 (ip^6i51iuiTrf ^6UfT<$tnTrr6i) 
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• (Lpft^LflLp aeurr nflgnJ if-®®- 5 ™- 

jbtui GI*rr@«aijuLL- *? TXfldr “ffurru^l”, u>rbpii “«®uwnr arrgnuwn", 

ffGair^trirasir “Gujetrair , #0- ffLDU ^ “ofliDSurr” (Surr6wrp jE(n_ar5Ja(o6TT 

Qsujbpjl”, "u^lua^l”. ’ 

„ BflJt * flay.tftf)® 5 ™ 5 " (S P> ,Ta<0 Q61J @ SniaiI,rra 
S^* JBiruaa ftSB ^ ao><u ownr* Q^^midgliugi. 

( y,«n(S6m ! 351s»Q«T6OTT© ««W» && 1* -^u uL^aOii abL%)a8 ) dSl6V) u^luMuGlurog, 

njuiBml© 0$0 j ULM ® UI ' ! » ■ Lflaatfr, jBin_amiaflfWi) £|Cp Gurrrirm) £|fnu>uL| 

GUs^iiitfta. ’^flf,/jL.r6tmu 9-«mijte anno®™©!)) r^a™™ 

5T ^ fru ^^ . ^ a 0nt .n H fi« 9 iradr. ^uQurrygiLi ptyl«00ar 

ST.IX» V“ Q -" fle " 

(SufflLJaSlL- rfloUflnO). 

Gl6UtrfVj,ml© amptfsma eiL% rt.frLarwa.TflG.urT, fmCu-teufttw 

frMteM m m & «> &*ua*M u > ®* W 5 " y.^ (wrong sentiment) frswp (SW 
aupsurmani. gt^muuSlw tflfrflujrra asmeu uaasrflLLii QfffweuiTft® Quno^ Q^rrLrajtfkugj. 

^6B)61JftfiTfl6i) flSllUfrumr (SrBfTSx^^^^QlUmlL^ UL_QLD@0g>ajrT&6TT QajafljifTll© 
rj^&^ff^&floariLiu), ajflnft&flnamp gl fi&a]rrff^aniuu^il@ii) njan&uSla) uiu 6 ®tu©^^ 

^J6UflJ^)(g)rfft6TT. (Lp^6lSl6b f&ajrTS^luSla) LDUjrbJ^llU LDft«9j6TT, l 51&OTL| rBU3 UerorUfTLl^fb® ^UUrTfQUllu 
f£la»y3«?^l«»CTn6TriLjLi) ^rflujrr&BT (yjflWT) (correct sentiment) 6Tatfp spun#) Q&rraiaTtfj pajr&j^raprtffjaT. 
@01 u)0j ^j0^,^l5urr @ipuu0j ffluimuii awp QjrT0rr@aj0j Curra)rT@Lb. J§l0jfT)^)am_u5)a) 
ijfri_ S)f£jfl)Grf)(i\) ^ix^liupu) @i_ii i%e>s>5j Q^rrLraj^lrar. 

$ 0. 6iSl6T\)6iJiT)fT0 ^rrefu 0>rra)0i£la) (Se^uj ^aKtfrrs r <#lamuu_|Li), GT^ffrflamuiLp 
amlQaj^rb&rTo, j£rn_ehg,$6u uiu 6 btu© 00 uul.i_ ^rjrfluja) (LpanpaaT, i51am_| Q06ijaj)rrQiLirT06i)rT 
6u«nffurT@6U0fT)ftrrftu uoj«itu© 00 uui 1 l. 0. i^nLei (SiaanmSla) ^jfj^liua) Qa^ffffaioTanLSiaT 
^^IftiDniiSlfliT. y,0fTftrrf7Lorrei ajairrrBp apS) glri^a QsbrrgtanLOlurTajT ^ann) {glanp 
(S^rrapfliuan^u (Surr6\)(Saj <£|$f50j Gle>n-ak@u) gl0s>£)rDgj. ^^fb@ r5rni, ftrra)0££)rb(S<9>rT 
&Laj(aT>s>(S&rr rr>arrn5 ) Qot 6U6 u (SajarorQu). 

MfD^05)fli, LO5 j0,6TT 6lS)lplLI aSll^UJ fT,ITL_0>Lb UfTfT00 SjfT6Uli] (SufTlLJ, glatfp 

grrarcr© ld^otI) UB'^)$fb@ (oLOfib f5m_£&ii urrfTft^ii QurrpaniD j@6ba)rTLDa) (SurnijalflilLSjj. 

(^)6wg ftswr^ ff>5ffDr^]n)ft0Lb Gr&[T0$fQ06Tr ^rril#l (S^m_&mff5T.K6iT LDnrn](S6ii6ffor©Li &T6ffTnj 
wiMfjl , @uQurr^0j 6pGrj eirul^uSlfib rsnLftii (Lp^aj^n^iLiii rBL^pii (yjflDfDiMio 
M000UUL. ^ LL0. rLirLff^^rrrrrin- &T«fT0(S6u 9pftftuuili_6iifln ST«iTri5l0fB0 ^frani (SurriLi. 

; P m .»«*«*■ Q^0 eyjflna) 

(BrrLftU), (rrarrp ^ uuajajrre, ajarrr^ Q^fTL^j^^LL^r. 

•^5^ ^ * ^ L J fT( ® 6 ^ Surr^lprran CTsinup (Surra) iD&siaT ^rteu^CS^rT® 

^ajflDwr^ (Sw^anna urmo® am^h ^ ^ ^ p . 

^ urTlLJ » @^p (Bif sbgULD UDaftafla) 906U(65(65)aiT. Loaiftafl^' 
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ua)0Lb f5i?£&rr<9bar ^(gjrTftar. glri^ (yjanro ^fjaT^ w(Sajrf)e>ft «n_i f iuG^. 


VL.MuuQQA'pn. maumb 

^n_«ua«Diir «51©unSluurrrr fti fl 0 ra6Tr, sr^uQ^w^rrut SLsmsmu,^. ® / 

autOuafla^ Q^wra JSl^I a-™^ Cjsirdr^u*^^ 

^ W6U . W ftrraOT ^®@® ^ 5rTd) ' 

9 ugaQftrr6Tr6TTpg,rT6ST GnjerorQti. arrirnrani, ^rr L aft aiiQuwflanflsu gm,™ m ffi(f ^ 
Qurfltunjtiaeaoii, ^gijuoj^rfxgu) uhHiutod* Qatr®^^ Q^smsu QaL^a 
rglsmejr^gja arbpa QanreroTurrrrasn. ii^uetnuCaj ^rijasiT eurr^suiTaa QarrnnirLOjirasTnrswirri) 
^njrfasrflwT ^^tnauncumii tB^u^uu urbrfilGiu gl©rB^g,. ^ uai(5 g, & ^ 


63iftQa(r®aarT6iSlLi_rr^jLb, airw^ff* su^rfrie, rflsuir ©skpu, jBtiyiOT wruirr^ 
Qair«B®nK5«<a®ir«sir. glstirp ^srflmrraa^surMii, i^.nSl. ugii 5 rruaa a^wGujrr® s UITL ^ u 
(Surnl© ajarrn50jQ^rranrr(SL_ @0ff>^)rDp. 


rB^aitasmerru jBnuajjpii, tfl.rflLt.trap glrr^®u. C^ai^wr. 

srmr0gjjLD ^rtLau. ^ir«r ^rnu 6TRrru6D^ (Brrii u.rDtfaa«^L.rT§j. u_ii ^®uunj(r«rir arfliuirm 

asm^nmu,^ fjjfmguuLU) «T©a(g,ti arflujrr«T y)ran]fitnLuu uiuraru@^miiri), ^ojifasii 

gl6^L£$rb(gu ui_ii n-@^gj6tS1il® ^lyarTaroangd) ujaasmOTigii @ra)j) g^pg, a L i rrej 

UL^^iurrrfluurrarrraGaTrr rEipaiTaGsmr ^jg)ju6u^^rf)@tii suuj^IrrHgii urfliurrm^ Glarr®^g) 

^nuMBiiraSh- ^guuwarreSlaanara an.jB^rrCwrrtfl^gj ^^rfaaflrir ^gnuot^nn^u Clupp 

ulih fr®^im>, WMP&, rBriLau., tflorflutr glijak® a«.a.ajGu) Qa^l^gj aj OT ©u) amusi 
6T 6irr <S000j. 


gimp Qu©Lnurr<pLo tftreflLon SLirutfl^jii tsitLa a_6utf)pLi uswn^^lrb© uifliurrsma, 

^STflaauuQtflrrjgj. aJUJ^n)(gti ^|guu6u^^rb@ii LorfliLirTms, ©^^©atflrogi awuana, 
rBfTLD 6 puq«sQairr 6 TraT 00 ,rrarr (SajanjT©ii. 

QurfliuajrraaflLii njrrLp^puQum^iw^rrriiT rBsrf®® gl©u(!umi. jiyarfa^Li), 

ULiT^lu^laiffju) LDrefl^rTaGfrrr ! jbLDa® y.wi njnLpjp ^^arfaansmmi, ui_n-^lu^lanflfiii 

ropaana njixajrrrriannQigLb umi^p, rBumnu. jBmi <£l©sitfla Qan’mnTrr.^lLun'n) rBiianLua amjurrnjri] 
(ol^)UJ 6 iia 30 rT 6 \) e^_i_ (ipi^ujrrgj. 

t fT6ffr ^ 61J JBif rB6Mrurr«K(ar,5i0 Q«5rr6u^j(S6U6rfT. < 9 )?a)<^@Lb, ajiu^]rf) 0 Lb, 

^IgUUfiu^^lrb^^ si[Ta)0^)rr)0Li) LD^luuafl^p, ^rni fBm_^<3, a&uflouj 6U6rrrf^ft0 Q^m_rdj^l6rrrrr6u, 
fSJ0 rBrruftriift6TT ^rran rglip^Lb. prr^Lb rBfTLft^ ft2suiLjii) rBbi)6urrL^6ij Cluffjwmb. 

. ^ ^unipQeuaTrei ^0^) ajrr^ij) ^)6D rr,rr(LpLb glf^J0 6unipaj6TfiK<Ka)rTU) 

^□6^^ rSnbaar j9an6ma5l6\) an6U0paQ^rraT6TT(Saj6OTT©Li). 


ftJIJlpdy JjLlf tp a SUSJKUh If) UL^ ihih Ih ST) 61) /!! 
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“up saSjS iS^iruJ^oir” 

. ^ Mtms,§t «™«u tr»^rrumrijai©ii Q«rr«*n_rr©ib 

(“6ii(Tft(SiuiuftiTiTrr»ffrT $6inui S\ Jf . ^j^ri-agTT uflm_UL|fli6Tr ^LpeuLDrrssGeu 

U •»>■“ -*» ®o »•*«-- s*-®** 

Qssii^ginjgJ " Jr’ 0L(i Qurru^sirpfiDT- mG(®0™ ffmun,s,uui_L 

asCwflaafki) Glu0u>uiT9!lu> ^ J*. Jz gfiim SlLLfleusmsu. airijemTU) glgj nurij^^ 
^surrusnair, J 0 iWJ«>. mWi% IS © aunfuiSla® fTgjeuirrflrDgj. i 5 luauJir£) 

OunjiDgjuifflJsuiTSI Mtf 0# Qa|6rf ^ Qffi|rfmir(J1 j u gi^6jrp6iir. ^flSliT flUiSMggU) uuSIg^JLD glsmn 

JSedem 0™ ««*“*« *" lA ^ 

@ uu6M fluto ywumu rairffr ™urr 0*W -«Hr*©«u*mnf*dr 

Ln^.. USJ *«r©«Hi« «*** BiratauiM^irWir uM^ir* 

n^cfuairiifl nrii^ Ctofln^flWTflrir ^^ansjup jglciofliraj QarrflrorLfTi^ 6U0 ^cttjd^ 
glOTLoSLrrgj avaiOfiirQfffSI qjnix* usu a,&u©iia><nnc!T ^^auu^^uSl^ft^flfrjDffBTrT. 

CuanLuSlfl) “LirfiOfisnl &TS>6ru(SuiT^ft aaGaffl”, M L.rra)riTL. uirGiflirojrir u(Sirrr«urrLo” 

CTSBTp 9«jQnjrr0 ui^wirai (LprinCS6OTn51 (y)6OTg)jft0 fursp a^Garfl GiflflnmSlfiu 06OTSiQa>n-0 
6TU0>nWajflO0) 6U0^pfl) G>)0>rr6ffBTL ^l6Tr0«#lll©<9ifl>6iT 6T8)&)60)6t5T. 

^Ca> aiflujii) Wra>(o&iiJ&rr[]rTT&6Tr <£)6UTLb’ Qajpii) 2_0uuif<9i6iT *§)6iiriDfTa> ^as&fTiDft) ^jdjeuuGun'p 
^SUfTftSrflSBT flS)C!tf6^LJ U5WLLJL|ft6W6TriL|Lb, 6TUliji^ri'^)^firrr&JSj&B)5TnL|Lb, 6T0(Lp^fTUJ S>0^a>6fl)67TlL|Lb”, 

“Thematic Exposition” simp 0 >sb) 6 ulji 5)6\) ffwrrui5l£^0&$6irjT)fln'fr. ^luiTaujiurflrifr “yT^rrr&jft 
U0tfij^mi)”, “u0ar&9 Gan^u a>0^1a)6ii” “ufr6yD6urr^ us>^) nfl«DiLJfljd§)CTr 90 u@$” 2_fT)a«j 
ffibiflir^mua £rr£0)63)flrra>6iT; (Lpa>p6n)njnifil $a»n£)0>rf)ttn’ “a>L06urrii)urr jSGurrairTflroT” “j56uab[j6yr}” 
ft0^)«)6TT, aujfrLDfr fffT6fu^l(fluSl6ifT ujnriflflniD ustnLdb^ “ffmaifrgD^aGTr”, 6fu6urr^1 6$0f£rr6TT 
IDft/T)fTTITTgrT6lSl6BT “fBSUIJTT^^lrfl &0d§la>6iT” CTfiirp U6U srfKflffnpa, Q^rT@UL|ft6TT ^6Tf1^^l0ft^)eOTn]5BTfT. 

6^0 (Lp«nn) 6ruairr$ d§)0rF,iT6Tfkffr a_0uui^ fljflj)0>uj00>a>26TT0i GlarTstrorGL, euit&uuTLb (Lpa>6b 
^l6U6urr0 6U6B)ir, flfl51|5p6fu^fT<rBfl u«dgbt sllLul 90 aaGarf] LDfTfTaCoLD Q^rr@aebuuL.i_^i. 
LD6iQ)fra.6i51 aurriBfiffBTUj urrfr^lujn'rflnn' «5.6i5l6m^)SiS6Trij_|Lb u6u(S6up Q^rr@ULjft6Tfl6\5l0fT,gj lilftrrfljflu 
iVbOlbflflT^p @6WJD 6H6Mftft^6ma(lLjli), 90flniDU U6BTyrurTL_6im_U_|ljb, Ggj^UJ Ua>££l&fl)lUlL|Lb 6U6\51lLtp^^1 
90 |^12iniT6urr0a661 ^6Tf)£a>6urrr. 

geijamwoT© nSICffopLDirft “mt^T iSlirurrsuib” ‘'^sBr6BrwrrOTrmjnr” eynrfl 6Ufr«Gftiuairurrft6Tr 
0CT 1 rpT ' gli_u)Quff)n)CTT. a.(T6Brm_a> 6TUfij^ iSlfl&iTiDfi/[)rfl6Br ua^l rjm)Lorr6irr ^rrerurr r^niDiTaaSsmLp, 
au^Tm$&1nru#n fruu^ nemunsuio' @uu5l ^rapiurrmeu aaGarfl u^^^luSlsu m)^lin5)Sla,a>6i)rTQLi)fflT 
90 ^ipujfD lu lilirudbjjLDna a_0uQurbrr)p. GiDCT)L_a6Tfl6u Guaa6rr«Sl6b 2_6i)nSl 6urBa 

1TZ*T ww<PMJL«t ©tarLp MCffrfl urr^usia) urflsnnAaaGuirM 

ftilrhlemn -f.T 3 ^ U6B1LU ^^ iurr6U0Lb 2_6U0Tfr (glsm^u urbn^^jT 

s^sm^n gfiDiftjrfl gis,^ afTflftjTa)> ^ 3 ^ 

ftirfiTrOTuufrftftih ^^LD^Drr nSl«rr arflfi^fm^Giu 6MDrflftCT)^uS1«rr (yjfljii ^LDrrui^^p 

CS^rhB^ ? &dm ^ CjUOTBflCT,lu 

ifl« Gjbnzglma ijfi^ftrrftfiTflrir ® ffUn6U 9uujB)L^inr««r. ^^^fTfi 

u«n L ^^rrrf 90^^ ^ 90 arr^iuGu) 

8 «f °*"* 
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^rrsrTbrr urnh^uj utsf ^ &st & sr Ujrt 4 ^ r if ] llj t t 

< gjj i glCruL5lcr<i&*ib 9,,-Uwu u>freuiLL^^eo r? nr *w(2uC.enL_& S rrwi«*rr 1 
0 M urr*«u> crwipj 9(S S^pr*. 

"Wua/oib «l/r^ % 

( §G0Q$iu<suld §l(ff)Uu^ Qg)jkj&i_[T &guu§\uSIgst ^i^enrr^ g)/j) U()8ld G ^ Mr p 

a5)&rT&&<£<svrn}j Lp&<ovrrT&g Q^rr^r^^rrrrf ^<oSTmLDrr&&rrrf)iurrfr. g)sun- gl^Lorr^ T ,1 

V turrerfleir ^m*u> CluMrnmf 

g)Ll/_ C oluujrr <sy&n<oVTLDUJLurT ^t<svtu^j. ^ 


uiurr %y euiug! ^Qev g)™# urrQmglgULD, u/TLsu^a, Sliumma/Ssudi 
eueoeveurrrr* g)0®^rrfr. j£)«ueu'D ! S@«u upppru gjsusmtr sruuti; ujrrev^^^ 

eurripacvauVsu ft®u® 00 GeusisrQiu, sreir^j ^eyrr^j ($®LDU0®em& uev aQleviDiurrm 
Gaiemevaerflsv rr®u®0^lasT&. &(3 & WUJ w L/eb QajL^Qw Gurrgj ffiieur raj cwanSsi) 
^irfleurren ul_® rrppcn QamL^uj^ iBa&jtb wssnb Q^rr^ ^emenrtciuiurr "glL/uia 
L/SU G)SUI_1_SUAT /5/TOT7 LSIp/jO^OTT STLD glL/GciST ! SLOTTOTW <* grTSmilLD ^rTSU ST^rGsiTrT '" 

CTS ^ . ™mp™/rfr. @)0!b($ rflctiL ^lerfluugi Gurrsv, @ 0L o&oa (g ^ 

^emurr 3^i_i_tr, ^jeuemcra &L^r$gj Qeempgi. ^ajeueneygrrm , ^n)ffrra,w Qurriiis, 
anauSlev g)®0^«n^ Guml_®eSkL®, sjbprrrr, appgang ^^exnr 

^(njuu&>l<oV)iLJ QfF)iT &§>) {&)<srribi 3 <oSh_i /t/t ^<sist<o5t ldiuilut . 


%U«u£ 57 ^£m«(ua-su semerruq < 3 we 3 i_ gl^uu^l erevsmevsmaj ^/sidl. _ot 

^uul^Gili ^mrrpgj efih_i_rnf. toreoe^eviuwLDsm arijan-Gpeti 0sm<^,f 

^e<f)&gl grragangp gemlggj aeverruernuu Gurraglevrrrerr )Sev lurrpglemrTeiniup 

G)0rri_!Tr50 ^ estasTLDUjujrT , LDetnsv (LpLpriiarrso (LpiLiS)_uui^eiS)iu ^aLi Mi m 

gtr-OTur© gluLQfrei J&1 urr&fmeuemiu @)Lppgj -hr. g)^ emiupgleo 

ugLorrevSil gmumr euujgmnsT ^ iibemuDiurrrf euu/.eu0^lev G&rreirrtfl, ‘^uuGasr 1 

§l!S 0 u)««su emsnarrmD apaeurreo ^esrgj, ^ipsisr iSgj $ arreSw un-prrL-astenj^asr 
0t-00prrGv grreisr asm urrrremev {§tppgrruY srssMjy «l«P. ^l®^(Lpgj s>&n_u).GnrTen 
■Sfgl i-DL-®Lorr ! sSevrTgLDiTeurr&luj pLL&fgtjD urnMrrgLDrreurrShu utjggmjDfsp&gLD 
§emi_Guj §m>essrs;(0Lb urreouma, ^gnrfhu ervgrrszrg&ihsv fgl&Qgu) utfGgaSl, '.jyGgrr 
$(J])Ln<oin<oV ! Q&<sv GT&STjry u&Gurr&n&sT &>rf ]&)&&> GuiflujLD &>rr lL 6 ) 5 ! l_® LD<o$)rr) rj\&,i 
gtfrfhoij Quprr) ^GVTGvrLnujujrT airr&Sev UfT&,iji_<oir>&<3V)Uj &Lprprfj) g^rr 

^r&fBgjrTfT. 2 -.l_Q<sxiXduj UGifQrj <oirrjr)j ^)Lpi 5 ^> urrrf &S)GU6mij LB<om(£)LD Quir)n)urr 
^GvrGmGVTuSlGifT <^(J^<oJDioMT<siduj &(njg££)<5isflQ<5V <sr <sw <sw) <s)5hur h&,i '^(o^rr &))(&, in £&.) 1 ^/(o^rr 
ttTGQjlom — i/J Lwf Q/7 ) rfl uShoVT <oUfT& 6 YV&)(oVLD ! (oTgflTfl')/ 2 _ 6 rT<Smb LJfT U} &Q<g r >rTvm(oL^ 

&J r "$LDrTa LD<otT)6V <eJffj)<oVTfTrT. 


LA&sviLjrrdoGT&i &><oWT (&j< 5 rf)/j ^rBjQs>QiLi grEj&l &S)i_i_rTtT <-*y<oin <037 LDUJiLirr 

GTGxjip <oV)<sv<sm <su & rr rfl llj rf) t_ ld U(^&<swLD 6 Yvarr(TLD , (Lp^rrrr^mj&ssTLD 

4^ 15537 GVXoiKomeijijrTa LDrrrfihoVTrTrr. ^ZoVTg ) &r>& ) iLiLD S-Gm&ijg ^^T^sTLDuiujrr 
® ^ UJ ^(5® Qurojry '^smG^LrxT^^rTffhunrrT' GT&STjry ^<oS)ipa&uuLLi_(TrT. 
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6T6ST LD&(6ff)U> CoL/^TCBT ff)<oST<oVf 

S<3 ghS^uun- ^ ai(3&S)L ^ UJ 

gtgQeursjaerr prr&rr {81™®*- ^ - g Qetuium mesu^uSfeo ^mmprr&errrflujn-rfim 

mev&SierraT'T™- & ^ 

nnip*™* emreorrpempV* tTQfi&W*™- 

. _ „ ' 10 rrKfrft °>i<jsismDiT&&rrrfUumt t3m<swrr ^(SaiTL 5 ) solo 

glwarreow g)«*u/D£^> L ^ ^ JIujulSctu^Ld, Qsu$<t$$ll 

Q#*mgU jySaicw *>■ “ n- ^ ffl^gjaiLiu @tr«u ^Memuamiusi asm®, 

Z7JZ7«^JZ^ & <r*tor<S* *&****"*■ Qu&nuxvuj 

?L *Juu*l. i «»««* "TO" W Slu>UMr 

vicmp.mi 0^m ™ ™eum« ®*rrmri-rT<xr. ^euawruSI&iu) &fo)ir*mrr* 
JZZ , ns.T^mn ^<5*,™ GluejpiQ&rremi—rr Quweamam*,. ^G*> *umi u> , 
(3i6iieuena] ^HgsnuMurau um^emev QlujrbgjLD sir otlo n eerrifhurr a &em ilgjw ut n_ 

GeuemQw CTJiip Stp00!TLnrrasr ctotjt ^iLuiLi-msir. '@0^3 Mg, getfirr 
Q iV jpj lurrempiyw urrL^wmlGu.eir' ctsotjj/ topgg/ sm« «n-sb«(sy5<®@ 

ffShoVKi&tl $ ^m6STLDfT&&rrrflujrr<o$)iT& &)<svrr)u5)6U < °y&nL-0&>rT&$T LDGm&rr^m. ^j&srmsv, 
§t($Geu(EJ&L (yystoL turrm ^(njerrrreo vftevrijQ&Gn £rr(o6VT ^ gjuu _@ GSlQgrBgGirr. ££j<oG)g&> 
&,<om® efiltufi)#) ld&st <o$t <o5T Q^ili#, geucmn) g.Gmrrrb&j irxzisTGsf) ULj&> Q>&>i__i__u &n 

iSJfTfTSYT iD J’oST LDfT (o$fltlJfij&<o5)<oYT 6ULpnLl§>l<otiT (T GST . 


gjgj/ Qurrm^j &)6V)L-&£ ii>rr6isfl turn actor il/ld, Q<5\j(§ld$&3sytihld Q&rr<zm® §)(njLD&sv 
G&rruSIs i> LShrrT&rrtjLD &l_.ls}-, $($&(&) err ld Q<s^i—L^<5mrnf. pmn <srfij^rf^^<o^r 

G&aneu, §l((Tj&>a<sviurr<om 2_ri)&6ij G&aneu, GjarrrT)#, Q<5=<oK)6ii (Lp^oShij<sun)<siDrr) <sjir)u($)& > §)i 
giTgp/fi). gang] &$&){£) u5)£GT(TJjLD ^jsurr)<oV)tr) Q&,rTL_rTrr,&ij Q&ujuu G)<sii<om(£)LD <oT<sv rjpi &)6vrr 
<?rrerv&ST(LpLD <oT(ig§) zisxoijggrrfr. gLD&d &rrg& > 6vrrEJ actor# Q^ul/^ &>&lLl^<oV u\ 
(oarruSleo u6mL_rrij8>no5)<sv <sm<oijg,giTfT. 


.j>l& l j6)j65)rrii ( i}Q}jLD Q&iuiLjm ^<oTS)i_u51ffo §)(Vjr5&) unt—Gua&nm (Lp&,6isT (Lp& > 6vrr&, ugogvg ti), 
vrTGmriiaiGfT GTGMjr)] &fr g&fGGxsGT <o\jLq_<o6)60 G)arr<om( J) Gurjj&fGviT ^ghgist LD rr&<sr-rrif\ii jufr. 
*Gfiu/5/«/_' Qp^g}GS)rriLji_sm <$($ um_<svrrs; 32000 &fr$$<ssTfi]&6(T 

^jniri)r^iqerrGrTmf. ffi^rzjarrrr &rrg&>6vrrRi&<5YT, ^j^iurr^LD &rAi&rT£& > <oKTrzj&Gir , @)(njr5J<j>rrrr 
LDiQ&rfl, 12 &&,&nij&6rr, (g£\rj<sm ijirinmumn Ln, QcunLiaL-rr&Qj WGvnrr&.LBujiD. 

vriigirggcGT ev&^emLD r3jJ&Uu<sijrr)6intr) ^\iun)rB<5mrrfr. * 


^rf^^&sTrr^^rrrfhLirT , “ u&)&<sfig iS)^rr ld&jt )" , <oT&stjt)i ^<5ir>Lp&i&u u l_u 

pmgj 95-€u& cuiu^go, 1503 lS)u rjnjrfl 23 -^lld 
^ §)($<>» i±uS)<u G^&^rrrr. 


0 ft6D)6T T U !°^ aj «Slrf1^«J)fT l5lTa.(fl«,auUL@6TT6TTgJ. 
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